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P R E F A C E 
At t h e dawn of t h e t w e n t i e t h c e n t u r y , a change in 
s e n s i b i l i t y had r e n d e r e d i t i n e v i t a b l e f o r a poe t t o i nven t 
a nev7 p o e t i c i d i o m . T h e r e were no commonly sha red b e l i e f s 
v/hich t h e poe t could a p p e a l t o . E l i o t made a sha rp d e v i a -
t i o n from t h e n a r r a t i v e mode of t h e Georg i an p o e t s and d id 
i n v e n t a new p o e t i c i d i o m , when in t h e a b s e n c e of commonly 
s h a r e d b e l i e f s , he took r e c o u r s e t o t h e m y t h i c a l me thod . He 
used myth a s a d e v i c e t o c o n t r o l t h e s t r u c t u r e of t h e poem. 
Such a u s e of myth evoked u n i v e r s a l a p p e a l and gave dep th 
and c o m p l e x i t y t o h i s p o e t r y . 
While E l i o t was s t i l l d e v e l o p i n g h i s p o e t i c s h o r t -
h a n d . C inematography was coming i n t o b e i n g . I n c i d e n t l y , 
E l i o t ' s m y t h i c a l method h a s s t r i k i n g r e s e m b l a n c e s t o t he 
c i n e m a t o g r a p h i c t e c h n i q u e . P e r h a p s , one r e a s o n t h a t E l i o t ' s 
p o e t r y i m m e d i a t e l y communica tes i t s e l f t o t h e modern mind, 
i s t h e f ac t t h a t i t makes u s e of t e c h n i q u e s r e s e m b l i n g 
c i n e m a t o g r a p h y . In The W a s t e l a n d , f o r i n s t a n c e , t h i s 
becomes p a r t i c u l a r l y e v i d e n t . Here one can f ind t h e u s e of 
such c i n e m a t o g r p h i c d e v i c e s a s t h e " c u t " , t h e " d i s s o l v e " , 
t h e " f a d e - i n " , t h e " f a d e - o u t " , t h e "Zooming e f f e c t s " , t h e 
" c o l l a g e " , t h e "mon tage" , t h e " f 1 a s h - b a c k " , and t h e e c h o e s , 
and soon and so f o r t h . 
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I p r o p o s e t o s t u d y t h e a n a l o g i e s of c i n e m a t o g r a p h i c 
e l e m e n t s i n The Wast e l a n d a n d t o c o n s i d e r how s i g n i f i c a n t l y 
s u c h e l e m e n t s c o n t r i b u t e t o t h e p o e t i c e f f e c t s i n The 
V7ast e l a n d . As we s h a l l s e e t h e c i n e m a t o g r a p h i c a n a l o g u e s 
r e s u l t i n m y t h i c o - c i n e m a t o g r a p h i c c o n c r e s c e n c e and a r t i s t i c 
i n t e n s i f i c a t i o n . B e s i d e s , s u c h a s t u d y a l s o l e a d s t o a 
f r e s h v i e w p o i n t f o r a f u l l e r a n d b e t t e r u n d e r s t a n d i n g and 
a p p r e c i a t i o n of t h e p o e m . 
T h r o u g h o u t t h e c o u r s e of t h i s w o r k , many p e r s o n s h a v e 
e x t e n d e d t h e i r h e l p i n g h a n d s t o me and I w i s h t o t h a n k s them 
a l l . F i r s t of a l l I t h i n k i t i s a p r i v i l e g e t o me t o 
a c k n o w l e d g e w i t h a d e e p s e n s e of g r a t i t u d e , t h e g u i d a n c e and 
n e v e r - f a i l i n g e n c o u r a g e m e n t e x t e n d e d by my s u p e r v i s o r j 
P r o f e s s o r Z . A . U s m a n i , who made i t p o s s i b l e f o r me t o c a r r y 
ou t t h e v7ork t o c o m p l e t i o n . W i t h o u t h i s i n v a l u a b l e 
s u g g e s t i o n s a n d s t i m u l a t i n g d i s c u s s i o n s , t h i s d i s s e r t a t i o n 
wou ld n o t h a v e r e a l l y s e e n t h e l i g h t of t h e d a y . 
I e x t e n d my s i n c e r e t h a n k s t o my f e l l o w s c h o l a r s - M r . 
Aleem Salman a n d Mr. Akhlaq Ahmad f o r t h e i r o b l i g i n g 
c o o p e r a t i on_, a l s o owe g r a t i f i c a t i o n s t o my f r i e n d s G h a z i a , 
Sha jahan and S o o f i a f o r t h e i r f r i e n d l i n e s s t h r o u g h o u t t h e 
c o u r s e of t h i s w o r k . I s h a l l f o r e v e r b e i n d e b t e d t o my 
I l l 
s i s t e r ^ f o r t h e i r l o v e a n d m o r a l e n c o u r a g e m e n t . Of c o u r s e , 
my t h a n k s a r e a l s o d u e t o Mr. Md O w a i s Khan f o r t h e t y p i n g . 
I mus t e x p r e s s my g r a t e f u l n e s s t o my r e s p e c t e d 
p a r e n t s w h o s e c e a s e l e s s e n c o u r a g e m e n t , m o r a l and m a t e r i a l 
s u p p o r t a n d i n e x h a u s t i b l e s t o r e of a f f e c t i o n h a s s u s t a i n e d 
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[ NAMITA MEHROTRA ] 
CHAPTER-1 
I N T R O D U C T I O N 
It is about sixty years nov7 that Eliot's poem 'The 
Wasteland was published in The Criterion (London,October, 
1922) and The Dial, New York). The poem has- now become a 
classic. Most importantly it is the symbol of the changed 
sensibility of a whole age. It does mark a change in 
sensibility- a new kind of poetry and a striking revolution 
in peotic taste and practice in modern English literature 
and culture. Also the poem signifies an innovation In 
poetic desing and emodies a wholly new and original poetic 
technique. The change in poetic technique itself 
corresponds to a change of sensibility and is set as a sort 
of revolution against the poetry of the early twefentieth 
century Georgians. The term 'Georgian's is used for the 
period of the reign of George V and for the successive reign 
of Georgians (1714-1830) as well. It usually designates a 
group of writers in the latter era who loomed large on the 
literary horizon of the early twentieth century- Rupert 
Brooke, Walter de la Mare,Ralph Hadgson, W.H. Davies and 
John Mansfield. And the term "Georgians Poetry" confines it 
to the verse which is mainly rural, bold and passionate in 
manner, traditional rather than experimental in techniques. 
And 'technique' is the key word in modern poetry. Because of 
the change in sensibility after world war I, the narrative 
mode of the Georgian^' lost its' appeal to poets like 
Eliot. He, thus,deviated from their mode and invented his 
own. This invention brought a revolution around the early 
decades of the twentieth century. This resulted in the 
rejection of the view of poetry presented by Palgrave's 
Golden Treasury" (1st pub. in 1864). 
The revolution was a joint effort of English and 
American poets. T.S.Eliot and Ezra Pound are supposed to 
be the chief exponents of this new poetry the theory of 
which was providedin large measure, by T.E. Hulume. In his 
essays, written before world war.I, he attacks the romantic 
viev\7 of life and art. Infact, Hulume provided modern poets 
with much of their apparatus. He with Ezra Pound was there 
at the back of Imagists' movement in America also. So they 
were for precision, discipline "the exact curve of things", 
dry hardness , " I object even to the best of Romantics", he 
observes in his essay "Romanticism and classicism". 
T.E.Hulume was for vivid, clear and precise images. 
He took the medieval view point in so far as he believed in 
authoritarianism rather than democracy . He v\?as at war with 
the idea of mere self-expression. And so was Eliot. The 
rhythm which was controlled by the metre was freed from it 
with the coming of Hulme Pound and Eliot on the scene 
believed in the elimination of every word which did not 
tend to turn to the theme of a poem. Thus, metre, for them 
was artificial. 
A greater impetus to this movement came from the 
school of French symbolists. The poetry of this school was 
different in its methods. It's imagery was new and startling 
and embraced new aspects of life including those of the city 
also. This imagery worked by association and by 
juxtaposition and contrast of opposites Conventional and 
santified images were either avoided or ued in such a way 
that they achieved contradictory effects by being placed in a 
ridiculous position among other completely incongrous 
images. 
In France jart has never had to be so apologetic as 
it has in England to those who donot like it or to those who 
can not understand it. It was in this poetry that Eliot 
found what he was looking for- a method which suited his 
sensibility; a means of expression. The characteristics of 
the school of French Symbolist form an integral part .of 
Eliot's own poetic method . Eliot mastered completely the 
symbolist technique of 'suggestion' instead of Statement' 
The influence of the French poets and especially Laforgue 
led Eliot to write 'mood' poetry. In reaction against 
romanticism The symbolists became anti-romantic in 
perverse way rather than unroraantic. 
Influenced by these movements Eliot happened to 
produce "Tradition and Individual-Talent" (1917), one of the 
most influential critical documents of the century. This 
essay established the new poetic theory. 'Individuality', 
personality, 'sensibility', 'emotion', 'experession', 
'creation' and so forth, are the words which appear in this 
essay in a new context. The essay shows a turn from the 
romantic mode to Donne's style. Donne's was a unified 
sensibility, he says: "A thought to Donne was an experience. 
It modified his poetic sensibility". The assertion means 
that in genuine poetry the intellect and emotion should work 
inseparably. 
Also "the more perfect the artist, the more 
completely separate in him will be the man who"suffers" and 
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the a r t i s t who "c rea te s" . In asser t ing th i s El iot 
repudiates the a r t i s t i c mode of the Georgians which was one 
of se l f -express ion , the expression of the personal i ty . 
3 
There i s a t o t a l difference "between ar t and the even." 
The working of a l l t h i s could be seen in E l i o t ' s poetry. 
"The poet has not a ' p e r s o n a l i t y ' t o express but a pa r t i cu la r 
1. T.S.Eliot.Selected Essays Ihe Metaphysical poets London (1921) p.287 
2. T.S.Eliot,"Selected Essays "Tradition and The I.ndi\d.dual Talenti' 
London (1917) p.18 
3. Ibid, p.19. 
medium, which is only a medium and not a personality, in 
which impressions and experiences combine in peculiar and 
unexpected ways Poetry is not a turning loose of 
emotions, but an escape from emotion. It is not the 
expression of personality, but an escape from 
personality". The extract is as v;e know from "The 
Tradition and individual Talent" and is revolutionary in 
it's thought. 
It is not only this manifesto in the field of 
criticism that revolutionized the poetic taste and brought 
about a chanp,e of sensibility. For modernists, the poet was 
"no longer the sweet singer whose function was to render in 
melifluous verse and in imagery drawn with great selectivity 
from the world of Nature-a self indulged and personal 
emotion". Instead nov; the poet was concerned with 
experiences which were conveyed by the use of rich patterns 
of language. Now poetry was more complex, more allusive and 
it made use of abrupt contrasts to reveal the meaning in a 
dramatic way. All this led the poet to a greater concretion 
and intensification than the Georgians could achieve. 
The narrative style, the rhetoric, the conjunctive 
phrases or overt statements that might lead to mere logical 
organization-- all was elininated fron the scene of 
4. Ibid, p.21. 
modernist poetry, for all this belongs to the romantic 
English tradition and thereby to Georgians. Georgians v^ ent 
into back-ground, Eliot himself went on to observe that 
there was a logic of imagination itself. Unlike the 
Georgians, the modernists dealt with reality and, therefore, 
their poetry is full of subtle ironic statements. They used 
symbols and "music of ideas" in order to achieve artistic 
intensity. The movement came to an and about 191&-17, with 
the emergence of some war poets whose poetry reveals bitter 
satire. 
But for one thing, it is not possible to find a 
complete hiatus between, eg. Swinburne and Pound or for 
that matter Eliot in the sense of revolution they (all 
three) brought. It is not that Georgian vizrote merely a 
.decadent poetry—seeing, of course, from the point of view 
of modernists and did not show any originality or skiU. It 
did. Poets like Gordon Bottom ley, Lascells,Horold Manro, 
Walter de la Mare and Edward Thomas shov;ed individuality and 
originality. Only as regards technique they showed no 
"radically new approach". 
Besides, Robert Bridges (1044-1930), a craftman poet, 
and G.M. Hopkins, both have their influence on the 
modernists. 
Consequently, the poets who be^ jan to write afer 1920s 
were influenced by Hopkins and Eliot, metaphysical poets of 
the seventeenth century, and French imagists and Symbolists. 
Besides, they were also influenced by the changes in art 
and paintlrig, more precisely the popular singers of "the 
English music-hall". 
The form of music was strikingly changed in the 
tvjentieth century. This has its influence on the modern 
poetry. There has been a diversity of style in this music. 
The Romantic style was diffused and the Irapressionistics set 
in "The amorphous rhythmic patterns, the whole -tone scale, 
the concept of free relationship of adjascent harmonies and 
the Kaleideoscopic textures of musical Impressionism v/ere a 
musical manifesto of the aesthetic movement current in 
painting and literature. Arnold Schoenberg and Igor 
Stravinsky (about 1910) heralded this new epoch in music, 
with the former as the pioneer. 
Like literature and music, painting also expresses 
ideas and emotions. The 20th century saw a revolution in 
painting tooj vi7hich has its bearing on the poetry of the 
period with the ushering in of Impressionism and with the 
coming of pable Picasso and his cubism. Cubism shoves not 
only the components of things from different view points but 
presents every plane of an object and it's immediate 
surroundings simultaneously. This gives the composite 
impression of things. In this sense as far as creating a 
holistic impression through the collation of multiple 
perspectives is the characteristic feature of truly modern 
poetry also. Thus there is a close affinity, as far as the 
technique and expression of art is concerned, between 20th 
century poetry on the one hand and Music, painting and 
sculpture on the other. 
II 
Many currents came together (including those above 
discussed) to form and shape the modern poetry. Modern 
poets have been oppressed by science and society. The 
effects of two world wars, the break down of religious 
faith, the rise of media, of mass-communication and the 
degradation of individual and human values, all made poets 
self-consciously isolated. This made the language of Modern 
poetry difficult, obscure but "pure", for the poet no more 
used catch words. Not only this but also they rejected the 
poetic diction and rhetoric of the past, they invented their 
own vocabulary, their own philosophy and myths. They also 
reacted against the denotative language of science and 
discarded decadent romanticism. In doing so they were 
driven towards Imagism and Symbolism which made their poetry 
all the more ambiguous, complex and ironic, dramtically 
organized as it was in a structure of opposing tensions 
resolved by the peom itself. 
New doctrines • and system' like Marxism, depth 
psychology, comparative anthropology have their impact on 
modern poetry. The modernists sought to assimilate their 
internal relationships to system of poetic structure and 
their contents to myths. Myth assumes an overwhelming 
importance in modern poetry in so far as it concentrates 
poetic truth through "concrete universals" in the face of 
abstracted and neutral truth of science. 
With the result of all this the genres of poetry 
underwent radical changes, specially lyric or narrative 
poetry, for true narrative was now impossible since the 
external influence was of no importance for the modern 
poetry. There emerged reflective poetry like The Waste Land 
or Four Quartets. The peculiar mixture of levity and 
seriousness in the modern poetry gives it the nature of 
satire and'verse-desociete', Eliot practised both and in 
doing so he borrowed not only from Baudelaire, but also from 
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the mock-heroics of Swift. 
To talk of T.S.Eliot is to talk of modern 
poetry, and to talk of his technique is to talk of the 
mythical method adopted by Joyce and Eliot simultaneously. 
Eliot's observation on and his use of myth in modern 
literature are of primary importance to an understanding of 
the historical context and significance of The Waste Land. 
Eliot's use of myth also highlights a close 
parallel between the method of Joyce in Ulysses and that of 
Eliot in The Waste land. The Odyssey parallels in James 
Joyce's "Ulysses" was first pointed out by V.Larband in his 
essay in The Criterion (vol.1, no.l, October 1992), Eliot 
alos goes into defending Joyce's method after having 
reviewed it in 'The Dial'. Eliot criticizes the 
contemporary antagonism towards Joyce's work. Also, v^ hile 
emphasizing the classical equality of Joyce's novel_, Eliot 
highlights the importance of Joyce's use of the Odyssey 
parallel as very significant structural device. He says: 
In using the myth, in manipulating a continuous 
parallel between contemporaneity and antiquity, 
Mr.Joyce is pursuing a method which others must 
pursusafter him... 
It is simply a way of controlling and ordering, 
of giving a shape and a significance to the 
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immense panorama of f u t i l i t y and a n a r c h y which i s 
con t empora ry h i s t o r y . 
VThile Joyce i s p a n o r a m i c , e x p a n s i v e and comprehens ive , 
E l i o t ' s u s e s myth i s n e c e s s a r i l y s e l e c t i v e , s u g g e s t i v e and 
c o m p r e s s e d . 
B e s i d e s , t h e p u b l i c a t i o n of F r a z e r ' s The Golden Bough 
i n 1922 , in a s i n g l e v a l u m e , i s a n o t h e r landmark in t h e 
c o n c e r n s of t h e e l i o t m a s t e r p i e c e . The e x p l o r a t i o n of 
v a r i o u s myths r e l a t e d t o f e r t i l i t y c u l t s by F r a z e r in t h e 
book e x e r c i z e d a g r e a t d e a l of i n f l u e n c e not only on E l i o t 
bu t a l s o on t h e l i t e r a r y g e n e r a t i o n of t h e t w e n t i e s . E l i o t 
t a k e s t h e G r a i l myth a s a l s o i n t e r p r e t e d by J e s s i e Weston 
and o t h e r s . He d e v e l o p s t h e theme of b a r r e n e s s , d e c a y , and 
d e a t h and t h e q u e s t f o r l i f e and r e s u r r e c t i o n . T h i s E l i o t 
fund i n a n t h r o p o l o g i c a l s o u r c e s i n t h e c h r i s t i a n l e g e n d s and 
in Buddh i s t and o t h e r o r i e n t a l l o r e s . He i n c o r p o r a t e s i n t o 
t h e poem b o t h examples and symbols of t h e f a i l u r e of modern 
c i v i l i z a t i o n . These s c e n e s could be c a t a l o g u e d a s scene of 
d e s o l a t i o n , mora l s q u a l o r , and s p i r i t u a l e m p t i n e s s - which 
a r e in t u r n s y m b o l i c a l l y r e l a t e d t o t h e a n t h r o p o l o g i c a l and 
r e l i g i o u s t h e m e s . E l i o t endeavoured t o p r o j e c t a comple te 
v iew of c i v i l i z a t i o n , of human h i s t o r y and human f a i l u r e , 
and of t h e p e r e n n i a l q u e s t fo r s a l v a t i o n . C o n s c i o u s of a l l 
t h e s e i n f l u e n c e s E l i o t c o n s c i o u s l y d e p l o y e d a method 
t h a t would c o n t r o l t h e s t r u c t u r e of The Waste Land. 
S .^^Ulysses , o r d e r and Myth\ The D i a l ( 1 9 2 3 , p p . 4 S 0 - 3 . ) 
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The structure of the poem is spiral rather than linear ; the 
very shape of the poem, the way Eliot has organized it, 
continually connects past and present, fertility and 
barrenness, life and death. Thus there is no end to the 
journeys made by the characters of The yaste land. There is 
no hope of reaching a destination, no expectation of a 
fruitful arrival or reunion. The scenes and situations in 
The Waste land express utter frustration of the 
protagonist's journey, the imparfectibility of mans quest 
and failures of his vision. And yet the poem holds a 
promise of renewal provided we learn our lesson from the 
fragments the poet has shared against his ruins and from the 
injunctions of the Thunder. Here Eliot develops a new 
technique, which in the words of Edmund Wilson, is ''at once 
laconic, quick and precise, for representing the 
transmutation of thought". This he does in order to achieve 
the synthesis of perception and reflection which he wanted 
the poem to offer. Eliot uses what may be called the 
technique of multidimensional allusiveness. 
CHAPTER 2 
ELIO ' fS ' SYIVEOLIC LANGUAGE 
An a r t i s t i n v e n t s a s p e c i a l l a n g u a g e t o d i s c o v e r 
f o r m s a n d p a t t e r n s of f e e l i n g . The s p e c i a l l a n g u a g e b e c o m e s 
more s p e c i f i c a l l y s p e c i a l v/hen t h e a r t i s t makes u s e of 
c e r t a i n s p e c i a l c u r r e n t s y m b o l s . S u s a n n e K. L a n g e r r i g h t l y 
o b s e r v e s . " S y m b o l s a r e n o t p r o x y f o r t h e i r o b j e c t s , b u t a r e 
v e h i c l e s f o r ' t h e c o n c e p t i o n of o b j e c t s . To c o n c e i v e a t h i n g 
o r a s i t u a t i o n i s n o t t h e same t h i n g a s t o " r e a c t t o w a r d i t " 
o v e r t l y , o r t o b e a w a r e of i t s p r e s e n c e . In t a l k i n g a b o u t 
t h i n g s we h a v e c o n c e p t i o n s of t h e m , n o t t h e t h i n g s 
t h e m s e l v e s a n d i t i s t h e c o n c e p t i o n s , n o t t h e t h i n g s , t h a t 
s y m b o l s d i r e c t l y " m e a n " . B e h a v i o u r t o w a r d s c o n c e p t i o n s i s 
wha t w o r d s n o r m a l l y e v o k e ; t h i s i s t h e t y p i c a l p r o c e s s of 
t h i n k i n g . " 
S o , we m i g h t say t h a t w o r d s a r e e s s e n t i a l l y s y m b o l s , 
a n d o n l y a c c i d e n t a l l y s i g n s b e c a u s e u n l i k e a s y m b o l s , a s i g n 
s t a n d s f o r some o b j e c t a n d b o t h t h e s i g n a n d i t s o b j e c t 
s t a n d i n a v e r y s i m p l e o n e - t o - o n e c o r r e l a t i o n . The r i n g 
a r o u n d t h e m o o n , f o r i n s t a n c e , i s a s i g n t h a t r a i n w i l l 
come . The w h i t e f l a g i s a s i g n of s u r r e n d e r , 
w h e r e a s a symbol a s we h a v e s a i d , c a r r i e s a 
1 . S u s a n n e K. L a n g e r , " P h i l o s o p h y of a New Key" ( 1 9 4 2 ) , 
pp . 6 0 - 6 1 . 
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whole conception with it. The symbol of 'River', for 
instance, carries the conception of life and vitality with 
it. Thus, symbolic language enhances the expressiveness of 
a work of art and it becomes even richer and more powerful 
when certain symbols keep on recurring. Such symbols 
undergo a development and acquire a very special meaning 
in a certain context. 
In Eliot the special recurrent symbols are of two 
kinds - first, there are symbols related to the theme of 
love and renewal, which are borrowed from the last cantos 
of Dante's Purgatorio. I. A. Richards was the first to 
identify those symbols but he committed a mistake when he 
described Eliot's sense of his own age as "a persistent 
concern with sex, the problem of our generation as 
2 
religion was the problem of the last". As a matter of 
fact, Eliot's persistent concern is with love and not with 
sex. The emotions and feelings of love which are described 
in his poetry can be indicated by the three words 
transliterated from Greek. They are Eros, Agape and Charis 
which also happen to be the three inter-related aspects 
of love. 
2. I.A. Richards, Principles of Literary Criticisr 
p. 292 
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The symbol for Eros is the gardensj of Agape food 
ritual and of Charis light, water and music. If these 
symbols are debased they indicate the degenerative 
condition of love. The VJaste Land presents the vision of a 
debased perverted, exhausted, mechanical and even infernal 
world -where the three inter-related aspects of love -
Eros, Agape and Charis are also debased. In an ideal 
situation the world of Eros is "garden", but here instead 
of the garden it is a waste land or some kind of debased 
setting like deadland we see in "The Burial of the Dead" -
a place where "the dead tree gives no shelter". Then we 
find a lover describing the experience of his failure in 
love. In the Hyacinth-garden, where he meets his beloved 
after a year he "was neither living nor dead". We, then, 
see the unreal city with the people spiritually sterile. At 
the end of the first movement, the protagonist speaks 
about the ""corpsd instead of 'flower' Stetson planted in 
the garden. 
In the second movement of The Wasteland the story 
of philomel is depicted in the sylvan scene. In the 
opening lines of 'The Fire Sermon' Eros is presented as 
sterile lust. The river's tent refers to pleasure-haunt 
which is associated with lustful Eros. In the beginning of 
the fifth movement, the gardens are marked by frosty 
silence. Thus we see Eros in its debased form. 
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Like Eros, ^gape which is the communal or 
togetherness aspects of love is also debased. The symbol 
of Agape is 'food ritual' but it is presented in the poem 
as an empty food-ribual devoid of any spirit of communion 
or togetherness or sharing. The inhabitants of The Waste 
land donot share feelings and have reduced life to the 
mechanical and soulless stimulus - response formula of the 
Behaviouralists. In the second movement we come across two 
persons who appear to be completely aloof from each other. 
The patrician lady pleads her companion to speak so that 
she may feel better. But the man does not speak and when 
the words come out of his mouth, they betray a breakdown 
of communication. In the end of the second movement we see 
two Cockney women talking about abortion in a London pub. 
They too are devoid of a sense of togetherness. Agape has 
lost its significance as is suggested by the loveless sex 
between the typist girl and the "house agent's clerk". The 
food ritual is presented by' the evening parties on the 
river-bank. Thus we see Agape mechanized, modernized and 
commercialized. 
For Charis, which refers the Divine Influence the 
lover feels moving his heart. The symbols are light, water 
and music which permeate Dante's garden of earthly 
paradise. But Charis is also debased and so we see 'the 
brown' fog of winter noon; 'rattle of bones and the 
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chuckle spread from ear to ear', 'the sounds of horns and 
motors', 'dirty V7ater' or 'no water at all', 'dull 
canals', 'soda water', fog and smoke and the lustful 
fires, 'Jug-jug to the dirty ears'. 
As I have said above the symbols in Eliot are of 
two types. So far I have discussed the special symbols 
related to the theme of love. But then there are also 
recurrent personal symbols emerging out of a general or 
archetypal stock meaning of associations. They acquire 
some special meaning in a particular context and the 
special meaning goes on developing as these symbols recur 
in other and varied contexts. 
Here is a list of personal symbols used in The 
Wasteland: 'Rock,' 'Street," Window', 'Eyes ,' Stair', 'Bell', ' Brown,' 
'Hair,' 'vJind,' 'Door', 'Light; 'Gold,' 'Violet', 'Whispers,' "Lilacs,' 
'Hyacinth,' 'Dog,' 'River; 'Water^  'Fire,' 'Gull" Sweeney. Let us 
now consider these symbols one by one. The symbol of 
'rock' is an allusive, personal symbol. It alludes to the 
rock of St. Peter and to the Holy Grail which in sone 
versions of the Grail legend appears as a rock. All the 
meanings of the 'red rock' are religious. Thus, it stands 
for the church and the spiritual values associated with 
it. 
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'Come in under the shadow of this red rock. This 
'rock' is the rock bottom of regenerative and eternal 
life. The ultimate semantic development of the "rock" 
symbol is reached in Choruses from the Rock where it 
appears as God, the stranger, the wholly other who calls 
for affirmation. The "rocks" of Ash Wednesday and Four 
Quartets are associated with Virgin Mary. But 'rock' 
suggests quite a different meaning when it is associated 
\<iith "Belladonna, the Lady of Rocks | The Lady of 
situations" - a false and enticing image, which is the 
opposite of the True other. The phase 'Lady of Rock' 
reminds us of Mona Lisa - the painting by Leonardo da 
Vinci and refers to Virgin Mary as well. On the other 
hand, Belladonna, the Lady of Situations who figures in "A 
Game of Chess" is shown as a sex intriguer. The 
ambivalence of the 'rock' symbol which lies between sacred 
and profane enchantment always offers the possibility of 
an ironic reminder and therefore, a montage effect on the 
mental screen. But the symbol reaches its transcendence by 
reminding us of the Trinity - the meaning beyond meaning, 
which is the Final Cause of all our striving - in the 
three rocks of The Dry Salvages or Les trois Sauvages. 
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In general, 'window' suggests something through 
which people look out and through which things come in. 
But In the early poetry an erotic meaning is attached to 
windows. 
Would it have been worth while, 
If one, settling a pillow or throwing off a shawl, 
And turning toward the window,should say: 
That is not it at all, 
That is not what I meant, at all" 
But in The Waste Land the 'window' symbol is 
associated with sexual seduction. In the second movement 
of the poem The Waste Land^we see the neurotic woman's 
boudoir where the synthetic perfumes, "stirred by the 
air/that freshened from the window, these ascended/In 
fattening the prolonged candle flame". And shortly we see 
in the boudoir coloured stones framing the fireplace. It 
has also got the figure of a swimming Dolphin which gives 
us the impression "as though a window gave upon the sylvan 
scene/The change of Philomel by the barbarous king/So 
rudely forced...." The 'window' symbol recurs in the 
third movement, wherein the typist girl comes home in the 
evening, we see "out of the window perilously spread/Her 
drying combinations/touched by the sun's last rays". 
However, in the later poetry, the meaning of the window 
symbol shows an advancement. The 'window' symbol recurs 
twice in Ash Wednesday. First we read - "a slotted window 
bellied like the fig's fruit" - Here "window" is a phallic 
symbol. And it represents! temptation to lust which is 
evident in J 
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'At the first turning of the third stair'. Thus the 
"window" symbol is associated with religion through Eros. 
But in the second instance, the "window" symbol gets 
widened. It also refers to all those illusions that come 
from the ocean of creation to the soul: 
'From the wide window toward the granite shore, 
The white sails still fly seaward,seaward flying. 
Unbroken wings.' 
Like the symbol of 'window' the symbol of 'eye' is 
also related to vision. This special meaning is hinted at 
by the observation made in the Coriolan fragment - "the 
wakeful life of our ego/Is a perceiving" - this is also a 
clue to the "eye" and "I" pun. However, the symbol of 
'eye' undergoes a definite development. In the early 
poetry, the "eyes" refer to the last awful vertiges of the 
nineteenth century personality. And we read in La Figlia 
Che Piange: 
'Stand on the hdighest pavement of the stair -
Lean on a garden urn -
Weave, weave the sunlight in your hair -
Clasp your flowers to you with a pained surprise -
Fling them to the ground and turn -
With a fuigitive resentment in your eyes. 
The agony and the horror hidden in these eyes get 
somewhat evident in Rhapsody, in the eyes of the Gorgon-
woman, the empty-eyed child, and "the eyes in the street/ 
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Trying to peer through lighted shutters". But in The Waste 
Land the conceptof personality starts giving place to the 
concept responsible for person. The idiosyncrasy of the 
talented individual is replaced by the responsibility 
which marks him as a member of the family of man. We see 
Lilis "straight look". Young man Carbuncular's "one bold 
stare", "lidless eyes" which compassed all our woe, "eyes 
and back turn upward". In the later poetry, the eye symbol 
acquires an altogether new meaning. For the person is no 
longer alone in fulfilling his responsibility. Indwelling 
grace helps him. In The Hollow Men this is made clear by 
allusions to the eyes of Beatrice and the Virgin. "The men 
who have crossed/with direct eyes, to death's other 
Kingdom" have already encountered in this Earthly Paradise 
the eyes of Beatrice, that are a concrescence of human 
love, the Eucharist, the Church, Divine Grace and the 
Virgin. These eyes move Dante to tears of penitence in 
Purgatorio, XXX and XXXI. In the way of purgation that a 
man must undergo after he has become acquainted with the 
true nature of evil, the purginp^ power of these eyes is 
terrifying. 
The symbol of 'stairs' generally refers to some 
erotic encounter. In the early poetry it carries with it a 
sense of failure. Thus the erotic "La Figlia Che Piange" 
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stands "on the highest pavement of the stair" and 
faithless lover scampered away. The foxy Prufrock is aware 
that there is "time to turn back and descend the stair" 
before he finally sings his love song. But the 'stairs' of 
The Wasteland are associated with Eros, and Charis in 
their debased forms. Thus, in the second movement. 
"Footsteps shuffled on the stair" outside the boudoir of 
the neurotic. And after the appalling affair of the 
typist, the "young man carbuncular" "Bestows one final 
patronising kiss/And gropes his way finding the stairs 
unlit". 
In the later poetry the "stair" symbol suggests 
quite a different meaning and from The Ash-Wednesday 
onwards "stairs" is associated with the ideality of the 
Christian's ascent to God. In the blind faith leads hin 
through temptation against true Eros, Agape and Charis, 
the Christian experiences finally "strength beyond hope 
and despair/Climbing the third stair". 
Finally in Four Quartets, the 'stair' symbol gets 
transcended : 
The detail of the pattern is movement. 
As in the figure of the ten stairs, 
Desire itself is movement. 
Not in itself desirable; 
Love in itself unmoving. 
Only the cause and end of movement 
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Entrapped in the vision of this love, the seer 
finds that there is "neither from nor towards" and dthat 
"the way up is the way down". 
'Brown' as we all know, refers to a particular 
colour but in the early poetry, it is associated V7ith 
the perspective of religion either through Eros or 
Charis Prufrock sees the "sea-weed red and brown". This 
garden of Prufrock represents a debased religion like 
all brown gardens. We encounter too "b.rown waves of 
fog". The Orestes - redeemer in Sweeney Among The 
Nightingales appears as "The silent man in mocha brown" 
or "The silent vertebrate in brown." But in The Waste 
Land the meaning of this symbol (Brown) develops and in 
this poem, it stands for something unregenerate which is 
capable of regeneration. So, we read, "The wind crosses 
the brown land,unheard," and "The brown fog of winter 
dawn". 
The meaning of 'brown' symbol is not much 
developed in the later poetry. It recurs as an erotic 
temptation in Ash Wednesday as "brown hair over the 
mouth blown/Lilac and brown hair," reminding of the 
"soft brown hair" on the arms of Prufrock's women. In 
Lines to a Yorkshire Terrier, the garden is presented as 
the desolate historic world." In a brown field stood a 
tree." The 'Brown' symbol is summarised in The Dry 
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Salvages. In the great poem we read that "the river is a 
strong brown god". 
In the early poetry "gold" is associated with the 
religion, but in a debased sense. We first see this 
symbol in the ridiculous picture of the hippopotamus in 
Heaven "Performing on a harp of gold." In the debased 
awful Eros and Agape of Sweeney Among the Nightingales 
one set of eyes, is related through the window of the 
estaminet to the Eumenide's stares above a golden grin." 
In The Wasteland we first see "gold" in the 
"burnished throne" the "golden Cypidon" and the 
"laquearia" of the boudoir and here it has associations 
of all the religious, historical, linguistic and 
artistic degeneration conveyed by the scene. The 'gold' 
symbol undergoes a development in the later poetry. In 
Ash-Wednesday for example, "the bent golden rod" is a 
phallic symbol and refers to temptation in this poem. 
Similarly, the "golden vision" distresses the soul in 
Eyes that last I saw in tears. After such a conversion 
as that represented by Dante's tears under the eyes of 
Beatrice (in Purgatorio, XXX-XXXI) temptation is still 
possible. And as Genesius Jones suggests. "The Golden 
head. Crimson head under the apple-tree in the Garden 
of "New Hampshire" are the heads of the Serpent and Eve 
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respectively, just as the "Black wing, brown wing' are 
the stains on the Fallen Angels and Fallen man 
3 
respectively". 
The "bell" symbol basically refers to the 
nearness of someone. In the early poetry it is connected 
with theology of history. So, in The Boston Evening 
Transcript, it is the young man who bring the ironic 
"good news" says: "I mount the steps and ring the 
bell". In The Waste Land the bell of the Saint Mary 
Woolnoth church "sounds with a dead sound on the final 
stroke of nine" and refers to the beginning of the dead 
or defunct work-a-day life routine of the wastelanders. 
The romantic glamour of England is hinted at as 
the barge of Elizabeth and Leicester sails: 
South west wind 
Carried downstream 
The peal of bells. 
The peal of bells along with "the white Towers" 
forewarns us of the ironic doom of Queen Elizabeth's 
lover Leicester who was imprisoned by her in the tower. 
Thus the ambivalence of the "bell" symbol makes for an 
ironic montage like interaction in the mind to produce 
and reveal intense patterns of complex feeling. 
3. Genesis Jones, 7XJ>. Approach to the Poetry, The 
Perspective of Language", London, 1964, p. 226. 
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In the Fifth Movement, the "bell" symbol in the 
lines - "And upside down in air were towers/Tolling 
reminiscent bells' - are suggestive of annunciation, 
incarnation, crucifixion and redemption which have 
always been occuring as a continum of perpetual 
probability. 
The "bell" symbol is finally summarised in The 
Four Quartets in which it reaches transcendence. In 
"Burnt Norton". We read that -
Time and the bell have buried the day, 
The black cloud carries the sun away. 
This is the darkness "which shall be the darkness 
of God", and the bell announces his nearness. 
'The general meaning of "street" is a way. In 
Prufrock, for instance, "street" is associated with 
spiritual malaise and "restless nights" and they lead to 
an overwhelming question. But in The Waste land the 
"street" symbol is. evolved and acquires perspective of 
religion, and food ritual. The following lines clearly, 
trace the various negative associations of the symbol 
'street' . 
'Flowed up the hill and down king William Street, 
To where Saint Mary Woolnoth kept the hours. 
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The "street" symbol also evokes food-ritual which 
is suggested by "Canon street Hotel". 
In The Four Quartets, the 'street' symbol like 
all of the personal symbols, reaches a point of 
transcendence. Like every word in the poem, "street" has 
also infinite meaning and so it becomes the way to art, 
philosophy, history, God and so on and so forth. 
The Western Literature the symbol of "Door" has 
always had a direct meaning. Frazer has comprehensively 
dealt with this symbol. In Frazer the " door'' refers to 
the sacral realm that comes into being after having been 
divided by the door-threshold. Eliot in his early poetry 
moves in more or less the Frazerian sense of the symbol. 
The early poetry of T.S. Eliot makes "door" a vehicle 
for expressing the three aspects of love in the context 
of religion. It also expresses the horror desperation 
and threat to religion in this poetry. Thus, the young 
man going to his doleful assignation in Portrait of a 
Lady says, "I mount the stairs and turn the handle of 
the door." 
In The Waste land the historic and religious 
figure from Apocalypse who stands at the gate and 
knocks, now appears to indicate where transcendence and 
true historic pattern lie. For here the religious and 
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historic woman who has so far heard only."The wind under 
the door" is shown with her companion, waiting for 
Christ, "And we shall play a game of chess/pressing 
lidless eyes and waiting for a knock upon the door " 
Indeed, the humanity needs stillness and silence,for in 
the journey of the last "movement." 
There is not even solitude in the mountains. 
But red sullen faces sneer and snarl. 
From doors of mud cracked houses. 
The loss of the sacred character of the Chapel 
Perilous implied in, "It has no window and the door 
swings." And all of the selfish, like Ugolino, "Have 
heard the key/Turn in the door once and turn once only." 
In The Four Quartets the "door" symbol leads to 
the resolution of all man's various strivings. His 
'first gate' is, in the last analysis. The gate which 
clanged shut behind fallen man and which regenerated man 
may now pass through again to his primordial vision. 
And, like the preceding symbols, the door is forgotten 
in the vision which lies beyond it. 
Basically "river" refers to the stream of life, 
whether that stream has its source in history or in the 
individual person. The image of God is present in this 
river, but the image may be distorted, Eliot uses this 
meaning and develops it for his own purposes. In his 
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early poetry, the meaning of the ' river' is simply the 
drain or the gutter connected with debased Charis. In 
Pruludes, for example, we read, "And you heard the 
sparrows in the gutters." Similarly there is a horrific 
food-ritual in Rhapsody: 
Remark the cat which flattens itself in the 
gutter. 
Slips out its tongue 
And devours a morsel of rancid butter. 
The exhausted "Thames" in the third movement 
pinpoints the various perspectives indicated through 
Babylon, Spenser, the League of Nations, 
Gotterdammerung, etc and the Ganges which unlike the 
River Plate, is restored by a downpour of rain. 
In The Four Quartets, there are Lethe and Eunoe, 
those rivers where the gutters and drains, the Thames, 
the River Plate, Gunga, and the Infernal rivers of a 
man's life are transfigured, as he forgets his past evil 
and remembers his sin only as the occasion for increased 
grace and beatitude. These rivers occur first in East 
Coker as "whisper of running streams." But before they 
can be fully entered into, all the rivers of the past 
must be summarised. This is done in The Dry Salvages, 
where the river is not only the Mississippi, "with its 
cargo of dead negroes, cows and chicken coops," but the 
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"strong brown god," the historic will of man, which 
must find its place in the will of God. The Four 
Quartets shows the soul as transfigured, like Dante in 
the Earthly Paradise, "At the source of the longest 
river" And beyond this point ..-no rivers flow. 
"Wind" has always represented the spirit in 
Western thinking. The meaning of the "wind" symbol 
develops throughout Eliots' poetry. In his early poetry, 
the "wind" stands for the spirit. In Rhapsody the wind 
is reminiscent of the Black VJind of Inferno (V) and is 
to be equated with the stern God who punishes in Hell. 
In The Wasteland "wind" has the hopeful erotic, 
historical and artistic connotations which cling to the 
outward voyage of Tristan and Isolde: 
Frisch weht der Wind 
Der Heimat Zu 
This wind stirs through the miasmic perfumes of 
the neurotic woman's boudoir, tries to get in under her 
door, later "crosses the brown land unheard" to take on 
its stern note as the "cold blast" of Inferno. But at 
the climax of the poem it is transformed into St. Luke's 
warm "Southwest wind" that drives the barge of Elizabeth 
and Leicester (at once the bark of State and the bark of 
the Church) , a meaning v^ jhich it retains for all ships 
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-that look to • Windward" through the "damp gust" which 
restores the land, and right to the gay 'Dam yata' 
passage. Meanwhile, its eternal provenance has been 
declared in the description of the Chapel Perilous as 
"the empty chapel, only the wind's home." The "wind" 
symbol has still got the original but it has come to be 
associated with that ideality of a communal, historic 
Providence. 
The Four Quartets brings the "wind" symbol to 
transcendence. The organic world of Dante's Vision, with 
all its dimensions, clings to the "wind" in these poems. 
The Infernal wind breathes first in Burnt Norton where 
we read of -
Men and bits of paper, whirled by the cold wind 
That blows before and after time, 
Wind in and out of unwholesome lungs, 
Time before and time after, 
Eructation of unhealthy souls. 
Into the faded air, the torpid. 
Driven on the wind that sweeps the gloomy hills 
of London. 
This is a vision of the wind that looks back to 
the early poetry and the "draughty church" of The. Waste 
land. In East Coker it changes to the wind which heralds 
the opening of Purgatorio (I, 115-117) and we hear that 
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"out at sea the dawn wind/Wrinkles and slides." This is 
the wind of painful renewal, the wind of the cycles 
where there is -
a time for the wind to break the loosened pane 
And to shake the wain-scot vhere the fieldmouse trots 
And to shake the tattered arras woven with a silent motto 
The testing involved in this renewal is spoken in 
the awful sea-voices of The Dry Salvages and in the 
picture of "the fishermen sailing/Into the wind's tail, 
where the fog cowers." Thus, "Wind" represents one of 
several attempts by Eliot to capture the manifold 
meaning and response which attach to man's contact with 
absolute Truth. 
"Dog" is a fertility symbol. It, too, is an 
astrological allusion to Sirius, the Dog star, whose 
annual rising signalled the flooding of the Nile, the 
death and resurrection of the Wasteland which is basic 
to the vegetation cults. It is always a fertility symbol 
in all the poetry, but it has the potential ambivalence 
for good or evil of the use of fertility, and its use 
throughout the poetry follows the familiar development. 
In the early poetry the symbol is used with ferocious 
irony. The sterile Miss Nancy Ellicott (the "Miss" is 
important) a modern Diana,, the smoking fag-end of 
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liberalism 5 does a little accidental ploughing as she 
goes "Riding to hounds/Over the cow-pasture." And there 
is some quiet hilarity at the expense of Miss Helen 
Sligsby ("my maiden aunt"). For in her will "The dog's 
were handsomely provided for. And in The Wasteland also 
"Dog" is a fertility symbol, but of the most positive 
kind. Of his very nature he will accomplish a renewal or 
resurrection and this for the damned and futile Stetson 
is unthinkable. The Isle of Dogs is equivalent to the 
whole wasteland which awaits renewal. It was once the 
most fertile part of London, now it is a scene of 
desolation. Happily, the power which will restore it to 
fertility is imagined as springing from the Ganges. 
In the later poetry the Dog symbol acquires a nevs? 
meaning. For instance, it is associated with rebirth in 
The Rock where "the Hunter with his dogs pursues his 
circuit." This work remains conscious of the potential 
ambivalence of Eros. All the meanings of the "Dog" 
symbol are summarized and brought to transcendence by 
Burnt Norton in the lines : 
And here upon the sodden floor 
Below, the boarhound and the boar 
Pursue their pattern as before 
But reconciled among the stars. 
With this reconciliation, the symbol has done its 
work. 
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"Lilacs" is also a recurrent personal symbol in 
Eliot's poetry. It is quite naturally associated with 
the spring-time months of April and May. But it also has 
the ideality of renewal, especially in the sphere of 
Eros, and this renewal is always cruel. The nature of 
the cruelty reveals, however, a profound development. In 
The Portrait of a" Lady the cruelty subsists in the hopeless 
longing of the elderly lady "to be wonderful and 
youthful, after all." Her "buried life and Paris in the 
Spring" cannot be revived in the literal way that her 
offer of "friendship" disguises. The cruelty of her 
situation provokes a barely conscious cruelty towards 
her young man (insinuated with superb delicacy when she 
acknowledges that he has not come upto scratch) . It is 
not youth that is cruel, after all, but the erotic 
delusions of age. Here hands give her away : 
Now that "the lilacs are in bloom 
She has a bowl of lilacs in her room, 
And twists one in her fingers as she talks. 
And even as she speaks of the cruelty of youth, 
her hands are surreptitiously at work "slowly twisting 
the lilacs stalks" The famous opening lines of The Waste 
land develop this cruelty in an unexpected way. When we 
read that "April is the crullest month, breeding/Lilacs 
out of the dead land." The cruelty belongs not to 
illusion but to Reality. 
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But in the later poetry, the "lilacs" symbol 
undergoes a development. And in The Ash Wednesday it 
appears as temptation. The blindness of the elderly 
lady is now replaced by clear sight and the lilac of 
"lilac and brown hair" is envisaged simply as "lost 
lilac." St. Thomas, unlike the Lady, simply rejects "The 
purple bullfinch in the lilac tree." 
"Hyacinth" is another personal symbol among the 
flora of Eliot's poems. "Hyacinth" is simply the god 
Hyacinth of the Vegetation Cults. Portrait of a Lady 
catches a .hint .of the painful renewal .he embodies,, but 
isnot yet convinced that it must be undertaken. The hint 
comes -
With the smell of hyacinths across the garden. 
Recalling things that other people have desired, 
Ane these ideas right and wrong? 
In The Wasteland "The hyacinth girl" and the 
"hyacinth garden" represent the first trial of the 
questing soul, a trial which is an apparent failure. But 
it merely balks the quester without stopping him. The 
pagan Hyacinth yields to Christ and in him success is 
found. The symbol recurs finally (robbed of its capital 
letter in "the Roman hyacinths particularly suitable for 
forcing). They should be planted and potted in October 
and given plenty of warmth and light, will bloom very 
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early. They symbolize the Roman basis of the Christian 
culture of which Simeon (of the Old Dispensation under 
Roman rule) is an early harbinger. Indeed, they 
anticipate the "Midwinter spring" of Little Gidding. 
"Hair" is another personal symbol in Eliot's 
poetry. In the early poetry, it is associated with Eros. 
So in Mr. Eppolinax, we read: 
I looked for the head of Mr. Apollinax rolling 
under a chair 
Or grinning over a screen 
With sea weed in its hair.' 
This meaning is again evident in La Figlia Che 
Piange: 
Stand on the highest pavement of the stair. 
Lean on a garden urn -
Weave, weave the sunlight in your hair. 
In "The Portrait of a Lady, there are lines : 
We have been, let us say, to hear the latest Pole 
Transmit the Preludes, through his hair and 
fingertips. 
In The Wasteland, however, the 'hair' symbol is 
also associated with fertility. Nevertheless, in the 
second movement, it retains its earlier meaning : 
Under the firelight, under the brush, her hair 
Spread out in fiery points 
Glowed into words, then would be savagely still. 
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But then in the f i f th movement, vre come across the following 
l i n e s : 
F a l l i n g t ower s 
J e r u s a l e m Athens A l e x a n d r i a 
Vienna London 
Unrea l 
A v/oman drew h e r l o n g b l a c k h a i r out t i g h t 
And f i d l l e d w h i s p e r mus ic on t h o s e s t r i n g s . 
L i k e t h e h a i r symbol , "sweeney" f i g u r e a l s o r e f e r s to 
s e n s u a l i t y i n E l i o t ' s p o e t r y . I t r eminds u s of t h e p l e a s u r e 
h u n t i n g p e o p l e who u l t i m a t e l y ge t r e s t l e s s n i g h t s l i k e 
P r u f r o c k . In Sweeney Among t h e N i g h t i n g a l e we r e a d : 
Apeneck Sweeney s p r e a d s h i s k n e e s 
L e t t i n g h i s arms hand down t o l a u g h , 
The z e b r a s t r i p e s a l o n g h i s jaw 
S w e l l i n g t o m a c u l a t e g i r a f f e . 
T h i s meaning i s a l s o found in The Waste L a n d . " But 
a t my back from t ime t o t i m e I h e a r / T h e sound of h o r n s and 
m o t o r s , which s h a l l b r i n g Sweeney t o Mrs . P o r t e r in t he 
s p r i n g . " 
The "Sweeney" symbol r e c u r s i n Sweeney A g o n i s t e s . But 
i t ' s meaning i s not much d e v e l o p e d t h e r e : 
D o r i s : Now I 'm go ing t o cut t h e c a r d s f o r t o - n i g h t . 
Oh g u e s s what t h e f i r s t i s . 
D u s t y : F i r s t i s . Vftiat i s ? 
D o r i s : The King of C lubs 
D u s t y : T h a t ' s P e r e i r a . 
D o r i s : I t might be Sweeney. 
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"Fire" is a recurrent ambivalent symbol of Charis. 
"Fire" for Eliot has a double value. It can be either 
destructive or purifying and is interchangeable with 
water. It is, therefore, an agent of the Divine Law. In 
"The Fire Sermon"we are reminded of fires of lust, envy, 
anger and other negative passions that consume men. On 
the other hand, the symbol of fire has a positive 
connotation just as well. It does connote the 
purgatorial fire which purges us of our sinful desires 
and brings about "an ordering of our loves", so we 
read -
To Carthage then I came 
Burning burning burning burning. 
0 Lord Thou pluckest me out 
0 Lord Thou pluckest 
burning. 
Like the "fire" symbol " water" symbol also 
recurs in The Wasteland ""They [Mrs. Porter and her 
daughter] wash their feet in Soda water." At the same 
time, we read. 
A current under sea picked up his bones in 
Picked up his bones in whispers. As he rose and 
fell 
He passed the stages of his age and youth 
Entering the whirl pool. 
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This'water^fire'symbolism continues in the later 
poetry also. And in Burnt Norton there is "water out of 
sunlight" whereas in East Coker there are "frigid 
purgatorial fires", "Water" appears virtually alone as 
the agent of the Divine in The Dry Salvages,"'the voice 
of this Calling" which is often imperious and terrible 
and which sounds in the terrible annunciations that 
breathe through the poem. But it returns to its source 
in Little Gidding, first as "frost and fire," the brief 
sun flaming the ice, and the 'Zero summer,' then as the 
Pentecostal fire which folds all the elements of strife 
in a single party and searing and transporting at once, 
manifests itself as "the drawing of this Love." 
"Light" is a symbol of Charis and in the early 
poetry it appears in its debased form. In The Portrait 
of a Lady there are lines : 
Among the smoke and fog of a December afternoon. 
You have the scene arrange itself - as it will 
seem to do, 
With 'I have saved this after noon for you; 
And four wax candles in the darkened room, 
Four rings of light upon the ceiling overhead. 
In The Wasteland we see "light" in its debased 
form because in this poem the three inter-related 
aspects of love appear in a debased form, so in the 
Fifth Movement, we see "bats with baby faces that 
whistle and beat their wings in the violet light." 
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In the later poetry Charis forms undergo a 
development. Darkness, for instance, becomes the 
darkness of God and so it secretes .Light. This 
coincidence of darkness and light can be noticed in The 
Hollow Men for Eliot Twilight alone has a prejorative 
sense -
Let me be no nearer 
In death's dream kingdom 
Let me also wear 
Such deliberate disguises 
Rat's coat, crowskin, crossed staves 
In a field 
Behaving as the wind behaves 
No nearer -
Not that final meeting 
In the twilight Kingdom. 
"Gull" is another personal symbol in Eliot's 
poetry. It refers to humanity. So in Gerontion we read -
In fractured atoms. "Gull against the wind, in the 
Windy straits 
Of Belle Isle, or running on the Horns 
This meaning of "gull" symbol is also present in 
The Wasteland. So in the beginning of the fourth 
movement we read -
Phlebas the Phoenician, a fortnight dead, 
Forgot the cry of gulls, and the deep sea swell, 
And the profit of loss. 
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The ambivalent potential of Eliot's personal 
symbols offers a scope not only of montage through 
ironic reminders but also of the articulation, through 
the development of a special language, of something that 
would have remained inarticulate. Through the use of 
these symbols he has invented a special language and 
which he wants his readers to learn. The development in 
the meaning of these symbols is between two poles of the 
Ineffable - the Indeterminate and the Infinite that 
Cassirer has traced in the context of the development of 
religious consciousness. 
As we have already illustrated, such symbols have 
an indeterminate ideality, but in later poetry their 
ideality is infinite. The advantages of using personal 
symbols are anormous. 
The personal symbols help the poet in avoiding 
repetition and convey a form of feeling which would 
otherwise be difficult to express in an ordinary 
language. Moreover, the use of such symbols makes poetry 
comprehensive. Thus, the poet achieves precision in his 
style. His poetry is marked by density, depth, 
complexity and multiplicity of meaning. All this leads 
the poet to discover new aspects of reality and evoke 
new dimensions of meanings in the most economical way. 
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The successful use of recurrent and developing 
symbols would also testify to a poet's greatness by 
indicating the underlying unity of his works. Eliot 
himself has observed that Shakespeare is great because 
the whole of Shakespeare's work is "one poem." 
As for the "final causes" in which one should 
find Dante's and Eliot's meaning. Eliot himself 
observes: "The attitude of Dante to the fundamental 
experience of the Vita Nuova can only be understood by 
accustoming ourselves to find meaning in final causes 
rather than in origins. It is not, I believe, meant on 
mature reflection. The final cause is the attraction 
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towards God. 
However, Eliot is less "human" than Dante in so 
far as he realizes a less extensively and intensively 
meaningful "human world." But he seems to be ' hinting 
that the final cause of all human striving is - Love. 
As a matter of fact like all great poetry Eliot's 
poetry too demands that the reader learn the special 
language the poet has invented, though in this case a 
good deal of erudition is demanded on the part of the 
reader. 
4. T.S. Eliot: Selected Essays (London, 1934, p. 274). 
CHAPTER 3 
CINEMATOGRAPHICAL AND MYTHICAL METHOD IN T.S ELIOT'S 
• * — — — • • - - • I , • I — 
THE WASTELAND 
Any discussion of any method adoptd by Eliot in his 
poetry would easily lead us to the discussion of the theme 
and structure of his poetry. As for the technique as has 
been said elsewhere, it is closely related to the thematic 
structure and other aspects of the poem. In the words of a 
critic, technique is structure and structure technique. 
These two are the two organically fused aspects of a poem. 
We may separate them only for the sake of convenience for 
some closer examination which is what we are going to attempt 
in this chapter. We have already touched upon them in the 
'Introduction'. 
For one thing, the poetic technique of "the more 
conscious artist" is assimilated to his personality to his 
awareness of some of the major movement in the 
philosophical, anthropological areas of knowledge. Needless 
to say that people like Bergson and Einstein and their 
concepts about time and science-had a deep impact on 
literature of the time. Bergson obliterated the barrier 
A4 
between past , present and future. To him time is pure 
duration or 'Duree', though he failed to realize that pure 
Duration is always concrete and felt time, like the one we 
have in art. This idea found its first support in the 
technique of the modern popular forms of entertainment like 
cinema which presented past, present and future 
simultaneously. All this has influenced poetry too. 
Eliot could not have remained wittingly or 
unwittingly uninfluenced by cinema and cinematographic 
techniques. He has also drawn heavily upon Anthropology and 
Psychology. For example he draws upon Frazer who in The 
Golden Bough deals with primitive nature cults related to 
the myth of Rebirth. Then, Eliot was also influenced by 
Freud for his Depth psychology and Dream interpretation. 
Eliot is indebted to Jung for psychotheraphy and the theory 
of Rebirth or Reintegration of personality which is the 
prevalent theme in The Wasteland. 
He—ha^ s-eer^ ainl-y Ursed-the-Mythical method consciously 
for he himself spoke of the Mythical method in his essay on 
Joyce's Ulysses. It is the artists way of imposing order on 
the vast panorama of anarchy, and choas— which is 
contemporary history. Myth is also the way of juxtaposing 
and telescoping past and the present--a fact which under-
scores the timeless value of mvth. 
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There are certain features which characterize myth. 
Myth makes us experience a whole panorama of feeling 
immediately since it is an experience pattern of concrete 
universality. Secondly, one experiences myth with all his 
being because as far as this kind of experience is 
concerned, all the energies of ego are focussedon a single 
point. There is an emotional involvement of all the aspects 
of human experiences for myth is the common matrix of all 
human experiences. The fact that mythical experiences are 
similar and identical gives rise in language and art to 
metaphors and perceptiorvsof similitudes in dissimilitudes. 
Eliot uses myth to get mythical concrecence. The principle 
of 'Pars prototo' which gives rise not only to sympathetic 
magic and use of talismans but also to metonymy and other 
figures of speech in art. Eliot says: 
"In using the myth, in manipulating a continuous 
parallel between contemporaneity and antiquity Mr.Joyce is 
pursuing a method which other must pursue after him... It 
is simply a way of controlling and ordering of giving a 
shape and a significant to the immense panorama of futility 
and anarchy which is contemporary history". 
Myth is a term which is frequently used in the study 
of religion and culture. Its subjects are accounts of gods 
l."uiyses, Order and Myth", The Dial (1923) pp.4S0-3. 
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and super human beings in extra ordinary circumstances in a time 
which is altogether different from the time of ordinary 
human experiences. To be more precise and to the point, a 
myth is the basic universal shaping pattern of human 
experience as Earnest Cassirer observes. 
Thus in Eliot myth becomes a poetic idiom to express the 
drastically changed sensibility of the 20th century. The 
use of myth as a method is a sort of deviation which Eliot 
made because he, perhaps, felt the lack and absence of 
common shared beliefs, he deviated, (as is already said in 
the 'Introduction',) from the narrative mode of Georgians. 
It was not that Eliot was the first person to use 
myth. Myths have always been used by great poets and most 
of the great poems in literature embody myth. But in Eliot 
myth in so far as it is consciously used by the poet, 
provides a way of controlling or for that matter, ordering 
the structure of the poem. 
Also that Eliot's use of myth is not decorative, but 
is functional. In this way myth adds significance to the 
theme. And Eliot gets an idiom through which to express a 
sensibility and bring about effects which we will talk 
about. 
47 
Myth evokes certain parallels and contrasts between 
contemporaneity and history and by using myth Eliot has very 
beautifully evoked these parallels and contrasts in his poem. 
Eliot shows the influences of Jessie L. Weston's From 
Rituals to Romance and James Frazer's The Golden Bough. The 
latter is a study of primitive rituals whereas the former 
shows how these rituals got into Christianity in changed 
forms through the backdoor. Eliot has made poetic use of 
all such influences. 
One of the aspects of the myth morphology is the 
principle of concrescence. The contemporary artist finds in 
the principle of concrescence an order, organisation etc. 
which makes for the harmony of vision. Thus Eliot uses the 
background myth in his poems. The device enables him to 
take a common place contemporary situation and make it 
reverbrtehelps through the history. This helps the poet to evoke 
religious, scientific and linguistic tensions. Also the 
principle of concrescence, since it is divided and appears 
in parts, sees an identity in every part. When it is used 
more consciously in the poem, the part becomes the whole. 
For eg. the epigraph of The VJasteland is evokes again and 
again (it stands for the whole poem). Whenever, we 
encounter a situation, in which a particular personae is put 
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in the death-in-life situation. 
The title of the poem 'The VJasteland' also suggests 
the influence of the Grail legend of the Biblical wasteland 
and the wasteland of the fisher king. All the three tales 
indicate the theme of death-in-life, so all this must have 
suggested to Eliot the title of his poem, for, to him all 
Europe appeared to be a spiritual wasteland where all the 
values have degenerated and thus the land is laid waste by the 
perversions of the modern man. 
The opening lines:'April is the cruellest 
month/Breeding lilacs out of the dead land'^ s^uggest a poetic 
convention of the fourteenth century where a poem begins 
with the spring season. Thus^begins Chaucer's Prologue to 
The Canterbury Tales; 
Whan that Aprille with his shoures soote, 
The droghte of March hath perced to the roote. 
April, the harbinger of spring is also associated on 
the level Christ's of legend with chirst's resurrection 
which is celeberated on Easter, However, Eliot calls it 
'crucellest' for paradoxically resurrection and the new 
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harvest are looked down upon wiith fear in the wasteland 
where resides no positive values. We see the interaction of 
two shots intensifying the effect . 'April' of Eliot 
calls upon associations from the hinterland of our mind. If 
the artistic formulation v^ ere to be seen on screen, the two 
Aprils form a parallel as well as a contrast. Thus Eliot's 
'April' comes in the foreground and chaucers April goes in 
the background. Such a paradoxical juxtaposition of the two 
Aprils leads to intensification and a powerful poetic effect 
is, thus, created. 
VJhile all this a.bove discussion about 'April' evokes 
religious and historical perspective. The indirect allusion 
to Chaucers Canterbury Tales opening suggests an ironic 
contrast to the most joyous side of the spring presented in 
the Prologue. Chaucer and other English lyric poets sing 
with joy on the arrival of spring, Chaucer in particular 
evokes the theme of renewal—secular as well as spiritual, 
whereas Eliot feels suffocated and bored to death. Thus,tv;o 
views of spring are presented here. This leads us to the 
fact that we may or we may not believe in religion but myth 
always fascinates us for it is the universal basic pattern 
of human-experience. 
Myth for the sake of control of structure or a 
structure controllig device is the most important phenomenon 
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of Eliot's technique as adopted in The Wasteland . The myth 
is there in the background of the theme of the poem and from 
there it controlls its structure. This is a deliberate and 
conscious use of myth. Thus the whole of 'The Wasteland' 
could be conceived as myth in so far as its theme 
encompasses simultaneously various^wastelands: the wasteland 
of religion which has rocks without water, a 
de-spiritualized modern wasteland devoid of the joys of 
spring and the wasteland of the instinct for fertility v^ here 
sex has become something mechanical. It is no more potent 
and life-giving source of regeneration. 
By exploiting this sort of basic pattern of human 
experience, Eliot, perhaps, it v^ ould not be unfair to say, 
has given an expression to an acute and intense feeling of 
futility and anarchy which was apparent in the face of 
modern civilization. 
To quote F.O.Matthiessen thus: 
"It may be that the large task which Eliot set himself 
in The Wasteland • of giving shape and a significance 
to immense panorama of futility and anarchy, of 
contemporary history, caused some of the experiments 
which he made to gain that end to appear too 
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deliberate... and too conscious"^ 
Here for the sake of criticism of Eliot's method, 
let's agree with Matthiessen for a moment. He seems to be 
suggesting that Elit 's method has lacked spontaneity which 
is not the whole truth. Infact, the conscious design of the 
poem gives it a devastating spontaneity. 
Coming back to the discussion of the theme of "The 
Wasteland", one could easily say that in the first place it 
is barrenness; spiritual barrenness of twentieth century 
western civilization in particular and the universal 
civilization in general. This symbolically, is related to 
the myth of "The Wasteland" as reflected in 'From Ritual to 
Romance' (1920). In his book Miss Weston argues that nature 
cults, which were supressed with the coming of Christianity, 
went underground and then entered Christianity In a 
disguised form through the back-door. The legend of the 
Holy Grail is one such disguised form. The legend speaks of 
a cursed region where the land, people and animals have 
become barren and lost their fertility derive. The plight 
of this particular wasteland is identified with the plight 
of the king of the land, Fisher king who is now ' impotent. 
Now the question is how to get rid of the curse? This is to 
be done by a knight who would go into the Chapel Perilous 
2. F.O.Matthiessen, "The Achievement of T.S.Eliot" 
An Essay on the Nature of Poetry". 
"The problem for the comtemporary Artist" (New York&Lon, 
P.43,44) 
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where the Grail has been hidden and then ask the relevant 
questions when the drail is brought by the Grail-bearer. If 
he succeeds in asking the relevant question about the 
meaning of the Grail he will come_out successful in his 
quest, which will also imply the restoration of health to 
the Fisher king and the lifting of the curse from his land 
and the restoration of fertility to it. The sterility there 
is physical but in Eliot, it is spiritual. And the poem too 
hints at the mythical method, re-enacts the religious drama 
of the visit of the knight to Chapel Perilous where the 
Grail is supposed to have been kept. This is how the theme 
of the poem is so mingled with the method that it is almost 
impossible to disengage them. For this reason that various 
themes and the meanings of the poem unfold themselves as we 
read the poem.. And this is how we understand the validity 
of Eliot's dictum that genuine poetry communicates itself 
before it is understood. 
The above discussion may pave the \\iay for the 
understanding of the fact that Eliot uses myth as a device 
to evoke parallels and contrasts, also between the past and 
the contemporary patterns of life. Thus the wasteland of 
the Fisher king and the modern wasteland evoke parallels and 
contrasts. So do the April of Eliot and the April of 
Chaucer. 
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The mythical method, on the other hand makes for 
universality, fusing various times and places. Eliots 
wasteland is not the only wasteland which is laid waste, but 
the wasteland here refers to all those lands in all ages 
that have been de-spiritualized. To put it more precisely, 
myth makes all events one event, all places beceiae one 
place, all action, one action ,sand all persons are fused into 
one. As we can see it clearly in the case of the 
protagonist of the poem 3 in whose mind the whole poem is 
supposed to be enacted, Tiresias underwent a 
change of sex, as we know, in Ovid's Metamorphosis. Eliot 
draws the attention of his readers to this fact in the notes 
he appended to his poem. Tiresias is fused with other 
personages in the poem. Just as the two sexes co-mingle in 
Tiresias, so the one-eyed merchant melts into the Phoenician 
sailor,who in the turn, blends with Ferdinand, prince of 
Naples. Tiresias resembles the Sibyl and also the blind 
prophets of legend, folklore and religious history. Like 
the Sibyl, he would initiate the protagonist into the 
mystery of death and rebirth. But he is like the sibyl at 
cumae in Petronius, who wants to die, but can not and thus 
remains suspended in a state of death-in-life. All this 
fusion of personages, time and places accounts for another 
kind of unity given to the poem. 
54 
At one place, Eliot talks of unreal city, cut off 
from natural and spiritual sources of life. This city is 
fused with other historically important cities. Thus the 
'unreal city' could be London or it could be Baudelaire's 
Paris or for the matter it could be Dante's city of 'Dis'. 
To make a point here, the phrase 'Unreal city' is borrowed 
from Baudelaire's, Les septs vieillards, for the latter too 
talks interms of a city which is bereaved of vitality of 
life. So his city 'Paris' merges with Eliot's London and 
both of them seem to be merging with Dante's. 
Another important aspect of the mythical method could 
be brought home, perhaps only if we remind ourselves of the 
fact, again, that the whole of The Wasteland is enacted in 
the mind of Tiresias. What he sees' j is the substance of the 
poem. The contemporary reader finds in it this principle of 
concrescence—a term to be elaborated and a wonderful device 
for organising the details of his harmonious vision. To put 
it in simple terms, Eliot's use of the background myth 
enabled him to take a common place contemporary situation 
and make it reverberate with religious, historical, 
linguistic, artistic and scientific strains of meaning. The 
example of this sort of, let us say poetic resonance could 
be traced in the movement I: of the poem, "The Burial of the 
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Dead". Here we come across a significant word "April" which 
ironically reminds us of chaucer's April with sweet shower 5" 
Such a contrast therefore makes for depth and complexity as 
in the poetic and all the other arts, the new artistic 
effect is produced only when similar and yet opposite 
elements interact. 
VJe participate intui.tively or imaginatively in myth. 
Mythical intuitions of space and time enabled Eliot to 
neutralize historical and geographic barriers. So the need 
be repeated again that it is not only Tiresias who melts and 
fuses into the other personages but also the melting of 
characters themselves into each other is an 
aspect of the general process. Thus the Hyacinth girl, 
Lil , the typist girl and the three Thames daughters melt 
into one-another. Eliot has done so perhaps for the sake of 
oneness of experiences. In this way, the mythical method 
evokes all aspects of human experiences. This also 
could be said to be Eliot's poetic shorthand which he used 
to achieve the maximum meaning out of minimum use of words. 
The device is also there to achieve depth and complexity--a 
characteristic feature of the modernist poetry in general 
and of Eliot in particular. Partly this is also done 
because the modern artist is excessively conscious of the 
bewildering variety, complexity and intricacies of the 
modern life. 
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[ II ] 
After having discussed the mythical method at length, we now 
move to cinematography, which has perhaps, a very close 
affinity with the mythical method. We will now have a close 
look on this technique and its relevance to The Wasteland. 
In Eliot's The Wasteland, mythical method and 
cinematographic go hand - in hand. They work together to 
demonstrate the fundamental appeal of the poem which is 
projected against a particular myth. Perhaps, one reason 
that Eliot's poetry immediately communicates itself, to the 
modern mind is the fact that it makes use of techniques 
resembling cinematography. In 'The Wasteland, for example, 
one can find devices analogous to cinematographic devices 
like, the "cut", the "dissolve" the "fade-in", the 
"fade-out", the "Zooming effect", the "collage", the 
"montage", the "flash back", the "echoes" etc. 
There are various devices that Eliot uses in order to 
create audio-visual effects. Such devices are most prevalent 
in this poem. Here is an example of audio visual montage of 
Shots wherein the two visual scenes with their peculiar 
sounds are superimposed on each other. The superimposition 
of the two voices ('Those are pearls that were his eyes' 
from Shakespeare's The Tempest and 'Do you remember 
nothing— in 'A Game of Chess') brings about the visual 
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montage of shots of two voices. The use of all these 
devices are so apparent that ones wonders that whether or 
not Eliot was acquainted with these devices. The use of 
these cinema devices confirm it. But for one thing while 
using the devices Eliot -ds sometimes unconsciously abrupt 
which hardly destroys the effect. Most of these devices are 
drawn from cinema. Of these devices we see in The Wasteland 
effectively used in like the 'Zoom lens'. It is capable of 
changing its focal length according to the distance of the 
object and the size of the shot. In it, we have 'long shot' 
or full shot with distant view of an unspecified coverage. 
Second shot of this Zoom lens is that of wide shot or cover 
shot having broad view taking in all action. The final shot 
is 'close-shot' or tight shot having detailed view often 
excluding other nearby subjects. 
Again Eliot has taken recourse to cinematographic 
technique in order to strike a unity which for him, was 
something indespensable. Just as in cinema or film, so in 
the poem, there is a series of shots, irrespective of time 
and place, meaningless if viewed separately in parts. So 
the whole of The Wasteland is conveyed by a number of 
successive images, pictures which fix themselves into the 
memory of the reader as the reader gives the poem a couple 
of readings. This is ^ so achieved because Eliot in 
partnership with Tiresias moves a pendulum-like forward and 
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backward movement going into the past and coming to the 
present. This is how he makes the past, sometimes, echo. 
For example, the beginning of the poem echoes back to the 
Middle ages and makes us recall Chaucer's Prologue, which 
puts the whole thing in contrast and evokes certain 
important parallels. 
One may argue that the poem is fragmentary which is 
not so for the cinematographic technique and the mythical 
method both are used to the advantage of making the poem a 
coherent pattern. In other words, coherence is achieved 
through fragments. Similar is the case with three 
wastelands of the past and the modern wasteland. Tiresias 
is the unifying link for he is bi-sexual, has got 
experiences both of men and women. Thus, he represents, 
besides so many other things, human consciousness of all 
ages. 
This sort of thing Eliot employs in order to achieve 
multiferious kinds of effects. And this could well be 
called cinematography. Atleast, Lawerence Durrell would like 
to call it so and thus comments: "Tiresias is the camera-
man then. But he is not fixed chronologically— he can move 
about in histroy and in time, he can become a modern city 
man, a medieval or an ancient Greek at will. The Wasteland 
is his spiritual biography, his search through the 
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junk-heap modern culture for an integrating principles... 
And the camera moves backwards and forwards, with a 
relentless shuttling movement over legend, belief and 
symbol..." (Lawrence Durrell.'key to Modern poetry',' p.133) 
Perhaps we cannot help talking of Tiresias again and 
again for he is the most important personae of the poem. So 
it is in this capacity of being a cameraman that Tiresias a 
Provides a sort of emotional unity rather than logical. It 
is again the camera-device that equates Tiresias with Sybil. 
The 'how' of the question is already answered in the 
previous part of the present chapter. In a word one would 
say that the image of Tiresias is used by Eliot as "the key 
image" for the sake of unification of different 
sensibilities, themes etc. 
'Image' is, perhaps, an important word in the context 
of Eliot and becomes all the more charged with significance 
v;hen one comes to contemplate the cinematographical method 
of T.S. Eliot. T.3. Pearce has made an important statement in 
this connection: 
"If the form of the poem is as skeleton, the words 
and images which the poet uses are it sinew and its nervous 
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system. The poet's style is chiefly identified in the words 
and images he chooses, and in the way he puts them 
M3 together 
In the case of Eliot the images are marked for their 
visual clarity, the images which are immediately perceived 
and responded by the mind but go inexplicable because they 
are there to further our thoughts: what all this impresses 
upon us is that Eliot deals with his images quite in the 
same way in which camera manages to do so. We feel the 
object in all its' colour and smell. In this way images have 
an emotive function to perform too. They make us remember 
associated thoughts, ideas etc. 
" in the same way the memory of the smell of a 
hyacinth is different from the sensation of actually 
smelling the flower, because the memory includes other 
things besides the actual smell." 
Then in Eliot we find two well distinguished sets of 
images. There are two those which we find in any other 
works of art specially poetry—i.e, images in the form of 
3. T.S.Peavce,"T.S.Eliot, Literature in perspective 
p.60) 
4. Ibid- pp.60-61. 
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figures of speech and depend for their relevance, on the 
context. But then, the second type is, perhaps- peculiar to 
Eliot only. These images are more 'Pictures' than anything 
else. 
Like in films, Eliot presents before us a series of 
pictures. The technique is familiar to painting and at all film 
producing rather than poetry. For example picaso would 
like to paint jumbled-up objects in the form of fragments to 
achieve the unifying effects which is created by the rhythm 
which runs under these objects. In other words the unity is 
not explicit, not apparent but underlying. This is what 
Eliot preferred to call unification of sensibility, for 
more or less the same was the style of Metaphysicals also 
who inspired Eliot to coin this term. 
In film-making, we call it 'montage'. It neans that 
the total impressions could be built up by rapid movement 
of shots and scenes, as the mind would perceive them and 
record them. Eliot has a quite close resemblance, as far as 
his technique goes, with this device of painting and 
film-making. He creates a unique impression by putting 
together a series of images which the mind would recall, 
record and see them in their associated thoughts. This 
helps us to build up a whole by introducing parts. 
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For example, in the Ilird movement, Eliot very 
beautifully evokes the autumnal desolation by the grave, 
melancholic music which concludes with a line from Spenser. 
After this, the tone changes and we are given a bitter 
picture of sordid river bank: 
The river bears no empty bottles, sandwich papers. 
Silk handkerchief, cardboard boxes, cigarette ends. 
Or other testimony of summer nights. 
The peculiar Spensarian music gives way to a sinister 
rhythm which the mind records and the images convey: 
But at my back in a cold blast I hear 
The rattle of bones, and chuckle spread from ear to ear 
It is, perhaps, because of this kind of device that 
we realize the importance of what Eliot called- "auditory 
imagination". To be more clear, every image has got a music 
vjhich is peculiar to -it only and which when blends with 
other scenes, and images create meaning which the mind hears 
but feels incapable to explain. Thus the poetry of Eliot 
speaks not to the synthesising intellect but to the auditory 
imagination. 
Similarly, the very first word of the poem i.e, 
'April' creates a sensation which is familiar to our hearts 
when we see April in all its grandeur and smell it. The 
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whole effect is taken by us instinctively. This response 
brings back to our memory a chain of associated thought and 
we go back to the prologue. The uses of April could be said 
to be a single shot which fills us with resolution for a 
second. Next few words and images-- they are more like 
shots in a film; 'breeding/Lilacs, out of dead land/Mixing 
memory and desire', make the tension mount up and the theme 
of perverted or sterile desire is hinted at which now, 
implicitly, contradicts Chaucer s April. It is the eye of 
mind that responds to the picture of April and makes a 
delicate balance or juxtaposition between the tv70 Aprils. 
Twenty lines further, we meet the hyacinth-girl, and 
the erotic nature of the encounter is underlined by the 
quotation from Wagner's opera Tristan und Isolde. 
'Yet when we come back, late, 
from the hycinth garden, your 
arms full, and your hair wet, 
I could not speak, and my 
eyes failed, I was neither 
living, nor dead, and I knew 
nothing, looking into the heart 
of light, the silence. 
This passage is brought into close contact with other 
tv\76 pictures. 
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'Frisch weht der wind... du?' 
'You gave me hycinth first a year ago'. 
'Oed und leer das Meer'. 
The two pieces, as we know, are from VJagner and they 
talk of a tragic romance. The technique of cinema used here 
is that one scene "cuts" to or is put next to the other. 
The sailor feeling the wind blowing towards his homeland, 
thinks of the girl he loves. 
In the second and the third section, the note of 
sexual corruption is palpable. 'A Game of Chess' opens with 
an elaborate description of a woman's bedroom,richly 
furnished, adorned with a representation of the rape of 
Philomel by Tereus. The sensuous profusion of the scene is 
reflected in the complexity of syntax, "in vials of iNiory 
and Coloured glass Unstoppered, Lurked, or Liquid-troubled, 
confused. And drowned the sense in Odours, 
The scene disolves; as in a film to a very different 
atmosphere. the two vulgar women whose dialogue ensures, as 
for the rich necrotic woman, sexual life i-s warped. then 
the chemist and Ophelia and other wronged woman. 
The ^ 'Fire Sermon" presents before us a series of 
images in which varieties of sexual desire are anatomised. 
They pass before our eyes like shots in a film. 
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Thus the Thames sidelnymphs, and the loitering heirs 
of city directors. Sweeney and Mr.Porter, the homosexual 
Mr.Eugenides, the typist, the 'young man carbuncular; the 
Thames daughters' whose songs recall the adulterous passion 
of Elizabeth and Leicester. The weariness, the emptiness, 
the meaningless play of lust is conveyed in the movement of 
the verse and images, images and shots which sometimes 
fade-in and sometimes fade-out with each-other. 
The whole detail of the cinematographic an analogues 
of The Wasteland discussed above hints at the point that the 
influences of cinematography on Eliot cannot be ignored. 
Like in any film the images in The 'Tasteland flow in such a 
sequence that help the poet achieve many kinds of poetic 
effects. One reads the poem rather visualizes it. 
CHAPTER - 4 
CINEMATOGRAPHIC TECHNIQUE AND 
POETIC EFFECTS 
"The B u r i a l of t h e Dead" - p a r t one of E l i o t ' s The 
Wast e Land d e r i v e s i t s t i t l e from t h e A n g l i c a n s e r v i c e fo r 
t h e b u r i a l of t h e dead and i s a s s o c i a t e d w i t h r e s u r r e c t i o n 
and r e g e n e r a t i o n . Here t h e t i t l e i r o n i c a l l y reminds u s of 
t h e i d e a of r e s u r r e c t i o n . In t h e words of S t . P a u l , " t h e 
dead s h a l l be r a i s e d i n c o r r u p t i b l e , and we s h a l l be r a i s e d 
i n c o r r u p t i b l e , and we s h a l l be c h a n g e d . " But now b e c a u s e of 
t h e i r wrong a t t i t u d e s t o w a r d s t h i n g s and p e r s o n s , l e t u s say 
b e c a u s e of t h e i r wrong l o v e , t h e i n h a b i t a n t s of Th e Wa s t e 
Land a r e i n a d e a t h - i n - l i f e s i t u a t i o n . What i s w o r s e , t h e y 
do not want t o be r e g e n e r a t e d . Hence f o r them t h e month of 
A p r i l which i s p r i m a r i l y a s s o c i a t e d w i t h renewal h a s become 
t h e " c r u e l l e s t m o n t h . " In E l i o t ' s m y t h i c a l method, t h e 
A p r i l of h i s poem evokes t h r o u g h s i m i l i t u d e s and d i s s i m i l i -
t u d e s a m y t h i c a l c o n c r e s c e n c e and i n t e r a c t i o n be tween t h e 
v a r i o u s A p r i l s i n h i s t o r y , l i t e r a t u r e and l e g e n d ; 
p a r t i c u l a r l y be tween C h a u c e r ' s A p r i l i n The P r o l o g u e t o t h e 
C a n t e r b u r y T a l e s . Thus p a r a l l e l s and c o n t r a s t s a r e evoked, 
i n so f a r a s C h a u c e r ' s A p r i l q u i c k e n s e v e r y t h i n g i n t o a 
l o n g i n g f o r new l i f e . I t d o e s so i n n a t u r e a s we l l a s i n 
human b e i n g s . The f o l k s go on p i l g r i m a g e s t o t h e tomb of 
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some saint for the sake of experiencing a new life. For 
many of them it means experiencing physical pleasure and 
holidaying. But for some of them it means experiencing 
spiritual renewal. Contrasted with Chaucer's April Eliot's 
April is the "cruellest"" month" and this very fact creates a 
contrast between the various Aprils of all ages. This 
contrast evokes images that are simultaneously similar and 
dissimilar. Such a contrast, therefore, makes for depth and 
complexity in the poet's articulation which as word-music is 
patterned by what Eliot calls his "auditory imagination" --
not excluding the operation of conscious intellectual 
organization in so far as the poet chooses "the right words 
in the right order." By virtue of this "auditory imagina-
tion" the poetic pattern that corresponds to the inner 
rhythm makes the poet speak not only with his own voice but 
also with the voice of a whole human civilization; it fuses 
the beginning and the end, which is what the mythical method 
does. Indeed, it is "the feeling for syllable and rhythm, 
penetrating far below the conscious levels of thought and 
feeling, invigorating every word; sinking to the most 
primitive and forgotten, returning to the origin and 
bringing something back, seeking the beginning and the end. 
It works through meanings, certainly, or not without 
meanings in the ordinary sense, and fuses the old and 
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obliterated and the trite, the current, and the new and 
surprising, the most ancient and the most civilized 
mentality. 
The cinematographic analogue of this 'auditory 
imagination' is the montage, the superimposition and 
interaction of one shot with the other. For in poetic and 
all other arts, the new artistic effect is produced only 
when similar and yet opposite elements interact. Here, in 
the mind of the reader or, rather on the screen of the 
reader's mind we have an interaction between "cruellest" and 
Chaucer's April of "showers sweet". This goes to create 
artistic effects and new meanings. The observation of April 
as the "cruellest month" is merely the observation of the 
unregenerate folk who are impelled by wrong love and are 
afraid of regeneration. For them, April is the "cruellest 
month" because it breeds lilacs out of the dead land — a 
reflection, this, on the death-in-life situation of the 
Wastelanders. They are confined to their past and they 
desire to be cozy. The word 'warm' ironically exposes their 
situation in as much as winter and the 'forgetful show' warm 
them only to deceive them into remaining contented in the 
state of dead winter. "Winter" interacts with "warm", to 
create a new ironic meaning of great intensity. "Warm" here 
means: Cozy, contented self-complacent and indifferent to 
1. T.S. Eliot, Use of Poetry (London, 1933). 
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ultimate questions or values. 
The month of April "stirs" the 'dull roots with 
spring rain' which evokes an ironical reminder of Chaucer's 
April of sweet showers. In Chaucer's The Prologue to the 
Canterbury Tales the spring rain stands for the male 
principle and the drought of march which it pierces to the 
root - signifies the female principle. Together they imply 
the renewed life activity of birds, animals, plants and men. 
Thus Chaucer's vision has great resonance. We are also 
reminded of Shelley's vision in The Triumph of Life. But in 
Eliot, 'the dull roots' are not mere roots. In Sweeney 
poems, 1920 for instance, the 'root' stands for the 
unregenerate, hysterical lady. In The Wasteland the 'dull 
roots' signify the death-in-life situation of the wastelan-
ders. Moreover, when the grim voice emerges with 'what are 
the roots that clutch...', we are reminded of dull roots. 
Such a resonance creates new meanings and the 'dull roots' 
thus acquire multivalant meanings. 
The April blends memory and desire in Tiresias's 
composite image. (Whatever happens to everybody happens to 
him also.) The voices emerge and re-emerge in Tiresias' 
consciousness which is composed of various voices and 
figures from myth, religion, history,literature and folklore. 
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This very first manly voice with its echoes of Anglican 
service -fades out and another female voice with wistful 
yearning fades in saying: 
Summer surprised us, coming over the Starnbergersee 
With a shower of rain; we stopped in the colonnade. 
And went on in sunlight, into the Hofgarten, 
And drank coffee, and talked for an hour. 
Bin gar keine Russin, stamm' aus Litauen, echt 
deutsch. 
And when we were children, staying at the archduke's, 
My cousin's, he took me out on a sled. 
And I was frightened. He said, Marie, 
Marie, hold on tight. And down we went. 
In the mountains, there you feel free. 
I read, much of the night, and go south in the 
winter. 
This second voice is identified as the voice of 
Marie, a Lithuanian girl. She describes her childhood 
experience wih the arch duke so vividly that we are made to 
see it mentally. This is analogous to the cinematographic 
"flash-back* occasioned by the narration of a story by some 
girl named Marie. After this, there is a pause, indicated 
typographically by a gap in the printed matter and in a new 
stanza, we hear a very different voice. This is analogous 
to a "cut" in cinematography. A very different voice 
emerges now. It says: 
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What are the roots that clutch, 
What branches grow. 
2 3 
We hear echoes from Ezekiel and Ecclesiastes. The 
voice evokes a vision of t'he Wasteland as 'stony-rubbish' 
which reminds us of Ezekiel's vision of the 'valley of dry 
bones'. It asks us to 'come under the shadow of this red 
rock'. We visualize the landscape, the stony rubbish, the 
dead tree etc., and then a 'red rock' which reminds us not 
only of the rock of St. Peter, but also of the holy grail 
appearing as a rock in some versions of the Grail legend. 
There are also echoes from Isaih— 'the son of a man*which 
stands for Christ and 'the cricket' which refers to 
spring, summer, new life and happiness. But in The Waste-
land as the voice says, it gives no relief. The voice now 
promises us to"show fear in a handful of dust"which refers 
to the biblical return of man to essential dust. Thus the 
fear of handful of dust actually becomes the fear of life-
in-death and death-in-life. The voice now fades out (this 
is analogous to a "dissolve" in cinematography} into a song 
of a sailor in Wagner's Tristan and Isolde. It says: 
Frisch weht der wind 
Der Heimat zu 
Mein Irish kind 
Wo weilest du? 
2. Ezekiel, 6:3.4; 37:12 
3. Ecclesiastes, 12:5. 
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(Fresh blows the wind by the homeland. My Irish 
child! where are you?) 
The use of these techniques helps us to visualize 
each and every scene. In the case of 'cut' for example, the 
image goes off abruptly from the mind, while in a 
'dissolve' the image lingers for sometime in our mind and 
gives a powerful visual effect of various transformations in 
the poem. Thus we are able to visualize the image of 
Tiresias in which all other images fade-in. 
Then there is a 'dissolve' again into the voice of a 
Hyacinth girl and then a 'cut' to a male voice, that of her 
lover who describes the experience of his failure. His 
vivid description evokes a visual scene which emerges like a 
flash-back occasioned by some speaker's vioce. Here is a 
very vivid memory of the scene: 
Yet when we came back, late, from the hyacinth garden 
Your arms full, and your hair wet, I could not. 
Speak, and my eyes failed, I was neither 
Living nor dead, and I knew nothing. 
Looking into the heart of light, the silence. 
As the scene fades out, we hear the sailor's voice 
from Wanger again: 
'Oed' und leer das Meer. 
(Empty and desolate is the sea). 
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The hyacinth girl-episode is sandwiched between 
snatches from the sailor's song in Wagner. Thus the episode 
makes for a very meaningful montage suggesting that love-
relationship in the case of the Hyacinth girl is similar and 
dissimilar to that of Tristan and Isolde. Once again there 
is emptiness and desolation. In this montage the figure of 
Isolde evoked by the sailor's song from VJagner fuses and 
interacts with that of the Hyacinth girl. The Hyacinth girl 
episode also points to the cause of the death-in-life 
situation in The Vfasteland . It is the failure to respond 
with love. The story of Tristan and Isolde offers a 
contrast to it. Tristan could die for love and his tragedy 
was not that of a failure to respond with love, but of 
betrayal. 
Till now, we have witnessed the montage of different 
voices — male and female. The voices have also evoked 
certain scenes by way of present experience and by way of 
'flash-back'. They have evoked personages and scenes from 
the Bible, from legend and from literature and fused them 
with the scenes of the present situations. Thus, there is a 
mythical concrescence of figures and scenes in space and 
time from history, religion, legend and art. 
If we think of the female personages projected by 
this montage of voices, we find that Marie is replaced by 
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Isolde and Isolde melts into the Hyacinth girl. The 
landscape is first the dead-land, the lilacs breeding out of 
the dead land of April changing in the Starnbergersee with a 
shower of rain and Hofgarten and then to a snowy landscape, 
a slope over which Marie and the Arch Duke ride on a sled. 
Then there is a 'cut' to the stony rubbish which is more 
grim than the earlier deadland. In it, "only there is 
shadow under this red rock" and this red rock embodies 
spiritual values — the only place of solace. The landscape 
then dissolves into the scene of Tristan and Isolde. 
Two positive or transcendental images have been 
impressed upon us till now. One is that of the red rock 
with its reminders of St. Peter's rock and of the Holy 
Grail. And the other image is that of hyacinths in the arms 
of the Hyacinth girl. Hyacinths are an analogue of the holy-
grail borne by a girl. They are symbols of fertility, of 
the death and rebirth associated with the myth of the Greek 
youth, Hyacinthus. The Hyacinth episode also underlines the 
protagonist's failure to respond with love as the cause of 
the wasteland-state. 
There is again a typographical gap in the printed 
matter and a new stanza starts introducing Madame Sosostris, 
'•'a famous clairvoyante' with her wicked Tarot Pack of Cards. 
She is mythically a composite figure in the poem and is a 
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chartlatan. Her activities are sadly decadent and she has 
nothing to do with the solemnity of the Sibyl's role in the 
Grail legend. Madame Sosostris occupies the Sibyl's place 
in the initiation pattern and falls a victim to a general 
desolation. Oddly, she has a masculine name, Sosostris who was 
a great king of Egypt in the twelfth dynasty. Her situation 
anticipates the fusion of the sexes in the personality of 
Tiresias, the central protagonist of the poem. Eliot 
acknowledges his source for the very name from an amusing 
scene in Aldous Huxley's Crome Yellow where Madame Sosostris 
dresses up as a gypsy woman to tell fortunes. She is, 
indeed, a caricature of her predecessor, the hyacinth girl 
And in her hands, she holds a group of cards with symbolic 
figures identical in value with the hyacinths for being 
fertility symbols. She is yet another type of the grail-
bearer, since her Tarot Cards are considered Grail-talismans. 
The Tarot pack discussed by J.L. Weston consists of 
its four suits — cup. lance, sword and dish — the life 
symbols found in the Grail narrative, so it has affiliations 
with fertility rituals and therefore suits peculiarly to 
Eliot's purpose. The designs shown of the face of the cards 
used for predicting the rise and fall of the Nile which 
brought fertility to the land. On Madame Sosostris' Tarot 
Pack of Cards, we have Belladonna, the lady of rocks, the 
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lady of situations; the man with three staves and the one-
eyed merchant. The man with three staves, again a phallic 
symbol, reminds us of the Fisher King and of the Trinity. 
The one-eyed merchant is a symbol of those sailors who 
propogated the Indian myths. He melts into the Phoenician^ 
Sailor who gets transformed into Phelebas later on in the 
fourth movement. The blank card also stands for the drowned 
Phoenician sailor. The Hanged Man is an anthropological 
symbol. He represents the hanged God of Frazer. He also 
reminds us of Christ. However, Madame Sosostris is unable 
to find the 'Hanged Man.' That's why she warns us: 'fear 
death by water'. 
Madame Sosostris also sees the crowds of people who 
are going round as if turning an awheel. The "wheel" in the 
Tarot reminds us of the wheel of fortune as well as of the 
Buddhist emblem of the wheel. The people going round are 
spiritually sterile and they signify meaningless infernal 
circling. They are an ironical reminder of the Grail 
processions displaying the talismans in the legend. They go 
past the church of Saint Mary Woolnoth, an analogue of the 
Grail castle that the quester of the romances would 
similarly have reached by crossing water. The dead sound of 
the clock-bell at nine o'clock condemns them to the tedium 
of another day. The Tarot Card thus establishes a contrast 
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between the primitive past and the degenerated present. 
In Eliot's poetry, all places become one place, all 
men one man and all the cities become one city and so forth. 
Infacti all the cities become an unreal city with the people 
spiritually sterile. There is . once again a mythical 
concrescence involved. For here the echo from Dante defines 
the religioiis perspective in v;hich we see the "unreal city" as 
the city of Dis and also some lost cities in the Bible like 
Sodom and Gomorrah. In Dante the vestibule before Hell 
proper has those people who were indifferent both to evil 
and to good. They were hated alike by the God and the devil 
and even hell had rejected them. 
In his essay on 'Baudelaire' Eliot observes, "It is 
better in a paradoxical way, to do evil than to do nothing. 
Paradoxically it justifies our existence. 
Unreal city. 
Under the brown fog of a winter dawn, 
A crowd flowed over London Bridge, 
Here the mythical method finds cinematographic 
analogues in this movement. We have a 'cut' indicated 
typographically with a gap and acoustically with a change of 
4. T.S. Eliot, Selected Essays, Baudelaire (LQadfiaa-^932), 
p.429. 
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tonality. The phrase ^  'unreal city' , viberates with 
multiplicity of meaning. This city is Eliot's London, 
Baudelaire's fourmillante city—Paris, Dante's city of Dis, 
some lost city of the Bible like Sodom. Therefore, all 
places become one place. It creates depths-and condensation 
on one hand, and poetic resonance, on the other. It cuts 
across time and space and makes for universal appeal. And 
finally we are given a picture of the crowd of people 
'flowing over London Bridge ', The protagonist encounters 
one-Stetson who is modern as well as ancient -- as ancient 
as the battle of Mylae which was fought between the Romans 
and the Carthaginians in 260, B.C. Indeed^all wars becomes 
one war and all the events become one event and attain 
antiquity as well as contemporaniety through mythical 
concrescence.. Moreover, Stetson represents a,man who always 
makes the great refusal. The protagonist speaks about the 
corpse Stetson planted in the garden. This again suggests— 
more sordidly this time — a murdered relationship and the 
dreaded possibility of regeneration. The protagonist dreads 
the exposure of the corpse by the Dog. The 'Dog' -- which 
has a capital D — is an agent of regeneration. He has been 
called a friend to man.' He reminds us of the 'Dog star'-
Sirius, which is associated with regeneration. In ancient 
Egypt the appearance of the Dog star was thought to be a 
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prediction of the rise of river Nile on which the fertility 
of the land depended. Additionally, the nails of the Dog 
remind us of the nails of the Cross, associated with the 
Hanged Man, or Christ — if we reverse the spelling of Dog. 
Thus there is a montage — like interaction and fusion 
brought about by the mythical concrescence of war and War, 
dog and Dog (the star Sirius as well as the Hanged "God" 
spelt backwards), and, of course, of man and man in all 
times — one being like the other in hypocrisy: 
You! hypocrite lecteur! — mon semblable mon frere!" 
[You, hypocrite speaker, you are like me. You are my 
brother]. 
It is difficult to visualize realistically the faces 
of the speakers or commentators. Infact, the various voices 
easily merge into one-another in a kind of "cinematographic 
montage" which is essentially poetic in so far as the events 
in the poem appear in the mode of complated experience, i.e. 
of virtual memory in which every element is related to the 
other, no matter how fragmentary the items are made to 
appear by a poet using the mythical method. Virtual memory, 
the mode of poetic art, is not only universally accessible, 
objectified and depersonalized "memory" but also a closed 
form, an organically unified whole of entirely experienced 
and valued life-like events. Film art like all art has the 
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rhythm of life and makes the primary illusion of virtual 
history. But film art has its own mode of virtual dream, 
and is therefore, projected in a virtual present, unlike 
poetic art which is projected in a virtual past. 
II 
In the first movement we had broken images of buried 
romantic relationships associated with Marie, Isolde, the 
Hyacinth girl, the charlatan; fortune - teller and initiator 
into the degenerate mystery cult of the modern death-like 
life, Madame Sosostris, and finally the "Corpse planted in 
the garden." All the events and personages happen in the 
composite mythical consciousness of Tiresias who also acts 
as a choric commentator. In the first movement he appears 
as the Grail-Knight-Lover-hypocrite lecteur. The first 
movement begins with a terrible disturbance of the dull 
spirit and ends with the fear of rebirth. 
Eliot's title for part II 'A Game of Chess' came from 
Middleton's play Women Beware Women: the Boudoir scene (Act 
II ,scene 2). In this scene, Bianca is seduced within by the 
duke, while her mother-in-law's attention is diverted by a 
game of chess which is symbolically associated with mere 
sexual indulgence. Bianca is a wronged woman like Philomel. 
The title is also an ironical reminder of a game of chess in 
5. Susanne K. Langer, "Feeling and form." (London, 1953) 
p.241, ff). 
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The Tempest played between Miranda and Ferdinand implying 
amity and love. This leads to depth and complexity. It 
also creates symbolic patterns of feeling which have an 
immanent universality. 
The movement begins with the 'close-up' of the chair 
in which a modern patrician lady is seated... revealing 
vividly the various details of the setting which would have 
been otherwise left unnoticed. This helps to create depth 
and complexity in the opening lines: 
The chair she sat in like a burnished throne! 
'She' in the opening lines of "A Game of Chess" is 
enthroned like the queen Cleopatra who is sitting in her 
barge on the river Nile in Shakespeares 'Antony and 
Cleopatra' (Act II, scene 1, line 190-192). The phrase 
burnished throne' established the similitude betv^ een this 
lady and Cleopatra. But there is an ironical dissimilitude 
too. Cleopatra was the most beautiful queen for whose sake 
Emperors would lose their empires. Her beauty turned the 
tide of history. But the woman sitting in her boudoir is a 
neurotic woman as we learn later on. She reminds us of 
Pope's Lady Belinda in her toilet and of Dido, queen of 
Carthage. She also reminds us ironically of Shakespeare's 
Imogen. But she does not have Imogen's innocence and 
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chastity (Cymbeline Act II.) These similitudes and 
dissimilitudes create an audio visual montage in which the 
various scenes alluded to get superimposed on the scene of a 
modern lady's boudoir. The boudoir of Imogen in Cymbeline, 
(Act II, scene 4, line 87-91) is described by lachimo as 
follows: 
The roof o' th' chamber 
With golden cherubins in fretted. 
Her audirous. 
I had forgot them — were two winking Cupids. 
Of silver, each on one foot 
standing nice. 
Depending on their brands. 
This is a minute description of bed-room and dressing 
table of a rich and a fashionable lady belonging to the 
partician class of society. In this description there is a 
montage of various fragments which produce ironic 
complexities associated with the lady who remains in the 
centre. The narrative focus keeps shifting from the glowing 
chair, to the glass, to the golden cupidon, to the flames of 
seven branched candelabra, to the glitter of jewels, to the 
strange synthetic perfumes ascending in fattening the 
prolonged candle flames etc. till the description ironically 
reminds us of some tenple where burnt offerings are made to 
the deity who is placated by inhaling the fumes of burnt 
fat. 
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The whole setting in the- boudoir of the lad}', 
ironically reminds us cf some such temple but this temple 
which resembles the temple of Jehovah in the Old Testament 
has the idol of the Deity in the sanctum-sqnctorum along 
with the golden mercy-seat etc. The lady herself, like 
Pope's is associated with glovnng burning, i.e. with lustful 
violence and temptation. The lady is an extension of 
Belladona, the Lady of the Rocks or the temptress figure. 
Another ironical reminder is that of Imogen's bed-chamber. 
For the andirons of Imogen's bed chamber we have the 'seven-
branched candelabra'. The Cherubim of this bed-chamber and 
those of Soloman's temple are assimilated to the golden 
cupidons associated with the god of love and his mother 
Venus. The number, 'seven' being a mystical number (4+3) 
suggests earthly and heavenly perfection. All this evokes 
artistic, religious and historical perspectives that 
ironically interact' to create a mythico-cinematographic-
concrescence and all-inclusiveness. The thrust of the whole 
description is towards lust along with ironical reminders of 
chaste and redemptive love. 
The camera 'pans' and lingers on the frame of a 
painting "above the antique rrentel." The frame dissolves into 
a window through v>7hich we see the painting as a real three 
dimensional 'sylvan scene' showing in the foreground the 
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metamorphosis of philomel into a nightingale, which is an 
ironical reminder of redemption by divine intervention. 
Philomela was raped by a barbarous king, Tereus, her own 
brother-in-law. The change of Philomela "above the antique 
mantel piece" is the central symbol of the wronged woman and 
of the possibility of her redemptive metamorphosis through 
divine intervention. With Bianca, Imogen, Dido, Ophelia and 
Desdemona she forms one kind of image-complex, the other 
kind being of the Cleopatra - Belinda^ Gertrude _ Belladona 
temptress-Mother-in-law type. The boudoir which displays 
the change of Philomel on the mantle piece reminds us, by 
way of contrast, of Imogen's bed- chamber which is carved 
with "chaste Diana Bathing", but Philomel is later 
transformed into a nightingale and since then deserts and 
forests have resounded with her "inviolable voicel' 'And 
still she cried and still the world pursued like Tereus, her 
musical cries becoming 'jug-jug' to dirty ears'. But the 
allusion to the story of Philomel suggests that the waste 
land can be redeemed by divine intervention and its infernal 
fire changed into purgatorial fire. 
In Cymbeline, Imogen's breathing "perfumes the 
chamber", but the chamber of this partician lady is drowned 
in synthetic perfumes. This establishes a contrast between 
Imogen's chastity and the wantonness of this lady. She has 
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n e i t h e r C l e o p a t r a ' s e x u b e r a n t s p r i g h t l i h e s s and " i n f i n i t e 
l o v e l i n e s s , " n o r Imogen ' s t r a n q u i l c h a s t i t y , hov/ever, t emple 
l i k e h e r room may l o o k . The b u r n i n g and t h e f l ames make fo r 
a n o t h e r i r o n i c a l r e m i n d e r . I t i s t h e b u r n i n g of t h e 
f r u s t r a t e d Dido wronged p e r h a p s , but f a i t h l e s s t o h e r 
h o u s e h o l d g o d s . The Sylvan s c e n e f a d e s out and t h e f a d e - i n 
b r i n g s us back to the i n t e r i o r of t h e b o u d o i r . Nov/ v/e 
n o t i c e t h e w a l l s d e c o r a t e d w i t h t h e p a i n t i n g s of o t h e r 
g l o r i o u s women. They a r e r educed t o t h e ' v / i t h e r e d stumps of 
t i m e ' . U l t i m a t e l y every w o r l d l y b e a u t y or g l o r y i s 
t r a n s f o r m e d i n t o w i t h e r e d s tumps of t i m e . They a r e seen in 
t e r m s , of V e g e t a t i o n imagery which i s l i n k e d up v/i th 
" f r u i t e d v i n e s " but h e r e i t r eminds u s not only of t h e 
' r o o t s t h a t c l u t c h and t h e b r a n c h e s t h a t grow out of t h i s 
s t o n y r u b b i s h ' but a l s o of t h e m e t a m o r p h o s i s of g r e a t 
p h i l o s o p h e r l i k e Rousseau and P l a t o i n S h e l l e y ' s Triumph of 
l i f e . 
The a u d i e n c e and even t h e p a i n t i n g s seem t o h e a r t h e 
f o o t - s t e p s of somebody. The f o c u s now changes and we h e a r 
t h e f o o t - s t e p s s h u f f l i n g on t h e s t a i r s . The symbol of 
' ' S t a i r s ' i n E l i o t ' s p o e t r y i s a p e r s o n a l symbol . I t r e f e r s 
t o a m e e t i n g w i t h some o b j e c t of e r o t i c l o v e or wi th God a s 
e r o t i c on t h e one hand and on t h e o t h e r hand i n t h e f i g u r e 
of J a c o b ' s l a d d e r or s a i n t ' s s t a i r s . The s u g g e s t i o n s of 
l u s t f u l v i o l e n c e a r e f i n a l l y c l i n c h e d in t h e shot 
which f o c u s s e s on t h e g lowing h a i r of t h e l a d y . They 
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"Spread out in fiery points./ Glowed into words 
reminding us of the Medusa, the symbol of the irrational in 
a Dantesque phantasmagoria— "then would be savagely still." 
After this, there is a typographical gap indicating a 
'cut' which brings us to the speech of a neurotic woman who 
is the composite lady of the boudoir: 
My nevers are bad to-night. Yes, bad 
Stay with me. 
Speak to me. Why do you never speak 
Speak. 
What are you thinking of? What thinking? 
What? 
'I never know what you are thinking. 
Think.' 
But her companion or lover does not speak out by way 
of answering her. For this reason, his speech has no 
question-marks, it is merely a reaction by way of loud 
thinking which we are allowed to listen to. There is a 
total break down of communication between them. It's 
intense significance is brought out through a montage of the 
lady's speech contrasted with the loud thinking of her 
companion who is saying to himself something entirely 
different. The lady requests him to speak but he does not 
answer her. He simply thinks that 'we are in the rat's 
alley/ where the deadmen lost their bones. This brings 
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about the montage (in which the 'rat's alley' and Ezekiel's 
valley of dry bones) get superimposed on one-another in our 
mind. The thought of Ezekiel's valley of dry bones is an 
analogue of the • Vfesteland.. But it also becomes an ironical 
reminder of the possibility of resurrection which-is what 
God promises to Ezekiel. The wind which God speaks of in 
Ezekiel — "son of man, prophecy to the wind, for only the 
wind will listen — is an archetypal symbol of the Divine 
Spirit. The lady refers to the wind and questions; 'what is 
the wind doing? The man responds by way of loud thinking. 
'Nothing again 'nothing.' perhaps implies the nothing of 
chaos over which God's creative spirit (symbolized here by 
the 'wind') moved and still moves in mythical time. This 
reminds us of Ophelia's modest reply to Hamlet, "I think 
nothing, my lord (Hamlet Act III, scene 2, line 125). There 
is a montage and the wronged Ophelia's innocence is 
contrasted with the cruel invectives of Hamlet who makes 
sexual insinuations by talking of country matters etc. This 
mounting of the Ophelia figure on the Boudoir lady creates 
further depth and complexity and poetic intensity. The 
mother-in-law figure, which is as yet in the background 
would be gertrude. For indeed the movement is as much 
concerned with the harm men do to women as with the harm 
that women do to women. 
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The man thinks of Ariel's song in The Tempest 
(Act Ij scene 2, line 398). Those are pearls that were his 
eyes" which reminds us of the sea-change (metamorphosis) by 
divine intervention in Shakespeare's "The Tempest" But this 
vision is now superimposed by the ramifications of Ezekiel's 
vision of the valley of dry bones >ironically which again 
reminds us of the possibility of redemptive metamorphoses by 
divine intervention in so far as God asked Ezekiel the son 
of man, to "prophecy to the wind" and promised to make these 
bones live. Thus this sequence of successive montage- like 
mounting of poetic events and personages evokes religious, 
historical and artistic perspectives that amount to mythico-
cinematographic- concrescence, comprehensiveness and 
artistic intensification. The line (Those are pearls that 
were his eyes") from "The Tempest" foreshadows "Death by 
Water" and contrastes it with the regenerative "death" of 
Ferdinand's father, Alonso, whose eyes, according to Ariel, 
have been changed into pearls. They are a symbol of rebirth. 
Indeed, Alonso has survived his ship-wreck to become 
regenerate in the most practical sense, he repents and begs 
forgiveness of Prospero. The line, "Of his bones are coral 
made" presents the antithesis of rat's alley/ where the dead 
mai lost their bones" As we have observed, we have here a 
hint at the possibility of redemptive "sea-change" of the 
waste land. 
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The lady still persists in her query and pops another 
question. "Are you alive, or not? Is there nothing in your 
head." Now he thinks of the use of '0,0,0,0 in Shakespeare. 
It is appropriate in the context of The Wasteland. It 
represents the groans of Othello, the Shakespearean tragic 
hero. This adds to ,th_e ironic depth and conplexity of the movement 
and throws the ironic reflection of the chaste Desderaona 
into the composite figure of the wronged woman. Now she is 
indecisive regarding vjhat she has to do. The two lines 
("What shall I do now? What shall I do...") have borne a 
close affinity v;ith Prufrock and his situation in so far as 
they deal with boredom and horror. They are unconsciously 
ironical also. She is a schizophrenic in so far as she is 
not able to decide the possible future-action and rushes out 
to walk down the street much like the frenzied Dido in her 
palace at Carthage when Aeneas abandoned her» All this adds 
to the dramatic qualities of the scene. 
On being asked what will they do tomorrow, the lover 
speaks of the meaningless routine of their lives. They will 
have a hot bath at ten and if it rains, they will go out in 
a closed car at four. Then they will play a "game of 
chess"; emblematically a game of mere sexual-indulgence. 
They will wait eagerly for a knock upon the door "pressing 
their lidless eyes", The lidless eyes imply the torture in 
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which the man and woman live, waiting for the knock of death 
upon the door. This 'knock' may also be the knock of the 
lady's lover or of some guest or the knock of the Savior of 
which the Book of Revelation speaks: 
(Revelation: III :20; 'Behold, I stand at the door, and 
knock: if any man hear my voice, and open the door, I will 
come in to him, and will sup with him and he with me.) 
Thus the 'knock' evokes through similitude and 
dissimilitude a mythico—cinematographic concrescence. With 
the typographical gap indicating a 'cut' the scene now moves 
to a tavern and we get a picture of stalemate and sterility 
in the phlebian society as well, sex being longer a source 
of life and vitality. Here we see two Cockney women talking^ 
One of them, Lil, belongs to the wronged woman type of image 
complex, and the other to the mother-^ln-law temptress type 
of image-complex about abortion in a London pub. This 
advances the theme of sterility in The Waste Land but their 
conversation is interrupted by a call from a Barman. "HURRY 
UP, PLEASE ,IT'S TIME." This call which literally says: 
Hurry up please, Its' time to leave the pub resonates with 
more than its literal meaning from this way of life. The 
pub itself means more than a pub. It ironically recalls, in 
this context, the Grail which has been associated with 
drinking and feasting of Agape and Holy Communion. Indeed, 
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the Grail, has been identified with food producing cauldrons 
of Celtic mythology. The cry of the barman reminds us of 
the words in Isiah (66:22) "The lord will be your 
everlasting light and your days of mourning shall 
be ended. Your people will be^righteous. They shall possess a 
land forever.... I am the lord; in its time, I will hasten 
it." Thus the call of the baman printed in capital letters 
mediates ambivalent meanings. It telescopes (two requests. 
One request says: "Hurry up please it's time (you hurried 
up)." This request is made to the customers of the pub, and 
by implication to the inhabitants of the waste land; It is 
about hurrying up with the Eucharistic ritual of Agape and 
Holy communion for the sake of developing redemptive 
sympathy which later on becomes the central injunction of 
the Thunder in Dyadhavam. 
The other request says: Hurry up please its time (0 Lord)." 
This is a prayer to the lord to hurry up the time of the 
waste land . It echoes the words of the lord's promise in 
Isiah. These echoes interact to create mythico-cinematographic 
concrescence and comprehensiveness. The waste landers have 
more Eros but no Agape and Charis. Therefore the possibility 
of regeneration has become blurred. However the main symbol 
in the pub passage is 'abortion' which advances the theme of 
unfruitfulness and sterility. The two cockney women keep on 
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conversing and the cry of the barman occurs again and again. 
This makes the irony more powerful and makes for greater and 
greater poetic intensity. 
In the closing lines, the women are ironically called 
"sweet ladies" As the women decide to leave the pub, they 
bid 'Good Night' to one-another. The final line reminds us 
of Ophelia (Hamlet, Act, S c ) . The obvious similitude 
between the two scenes is established not only by the word 
'Good Night' but also by Ophelia's madness and the neurosis 
of the patrician lady. There is an ironic dissimilitude too. 
Ophelia bids good night as she leaves for a suicidal 
drowning. Such a drowing looks forward to the purgatorial 
death by water of Phlebas. Such a drowning recalls the 
burial in the garden and the throwing into the waters of the 
Nile of a corn-studded effigy of Osiris which was fished up 
down stream after some days. Further more, the final line 
echoes a popular ballad (Merrily, v^e roll along)". 
Shakespeare's Ophelia and Laforgue's Yorick herald "Death by 
Water". The death of those condemend for their eroticism, 
but Ophelia "The violet girl" is essentially a symbol of 
betrayed innocence. Mythically she is the Grail-bearer who 
herself comes to harm because of the quester's failure. 
She is in fact a symbol of betrayed innocence,but her undoings liks 
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that of Philomel, cannot be literally applied to the 
hyacinth girl. It indicates rather another aspect of 
Tiresias' wound, as does the physical decay of Lil, with 
whom Ophelia is immediately identified. These similitudes 
_and disimilitudes interact to create a visual-^  lontage of 
shots in which the scene showing Ophelia saying "Good Night" 
gets superimposed on the scene presenting the ladies 
departing from the pub. 
In 'The ^ame of Chess', we have tv7o parts. Both the 
parts are connected with each other through the theme of 
sterile relationship. The first part concretes this theme by 
showing the plight of modern patricians, and the second part 
does it by showing the plight of modern plebians. Indeed the 
second movement explores the theme of sterility at all 
levels of culture. When the two parts of the movement are 
mounted upon one another in a montage of two poetic events — 
the boudoir event and the pub event - the theme of steTfile— 
relationship is intensified into a sense of psychotic 
depression leading the wronged worran to her suicide, which 
is suggested by the final mounting of Ophelia's "Good Night 
- good night ladies, good night. Sweet ladies, good night' on 
the cockney - " goodnight"' and "Ta ta" of those \vho are dispers-
ing at the pub. It will be in the fitness of things to 
notice that the fire and glow associated with the Cleopatra -
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Dido - Belladona figure of the boudoir lady and the keeping 
of "the beauty of it hot" associated with the 
mother-in-law-Gertrude figure of the pub - woman interact in 
this montage to prepare us for the burning of the next 
movement, "The Fire Sermon" which begins by picking up the 
hints of suicide by drawning theme in the observation that 
"the last fingers of leaf clutch and sink into the wet 
bank. 
Ill 
The title of the III movement 'The Fire Sermon' 
reminds us of the Buddha's Fire Sermon. The Fire Sermon was 
preached by the Buddha against the "burnings" of lust, 
anger, envy and other negative passions that consume men. 
In this Sermon the Buddha described everything as burning. 
"0 Bhikkus! everything is burning^ The eyes are burning; the 
ears are burning; the hands are burning; the feet are 
burning." Thus the goal of the Budhist ascetic is a 
liberation from the recurrent cycles of burning in-
-carnations in nirvana. 
According to J.L. Weston, the Buddha is sometimes 
pictured in the attitude of a fisherman who, as the Mahayana 
scriptures put it, "draws fish from the ocean of Samsara to 
the light of Salvation." This reminds us of the fisher King 
and of Christ who is also described as fisher of men in 
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christian lore. The title also reminds us of the confessions 
of St. Augustine in which he represents lust as a burning 
cauldron. Thus both the Buddha and St. Augustine 
characrterize the lusts of the flesh as a burning fire. The 
second movement has already prepared us for this theme. The 
symbolism of fire unites, as Eliot's note declares, "two 
representatives of eastern and western asceticism". 
Ophelia's "Good Night" of the end of the second 
movement looks forward to a river in which she drowned 
herself. VJith part III, the Grail narrative turns once more 
to the quester standing disconsolately beside a river which 
is very much a mythical one in the context of this movement. 
Mythically it takes us back to the mysteriously originating 
holy river, say of the Ganga or of the Nile or the ^hine which 
has come down to fertilize and nourish a whole civilization. 
It is also the river which appears in four different forms 
in each of Dante's three visionary worlds of Hell, Purgatory 
and Paradise. But for the moment it is the infernal river, 
Acheron, though in Eliot's vision, which excludes Paradise, 
it can become a purgatorial one, like Lethe and Eunoe. It 
is potentially an agent of fertility and purification. It 
also reminds us of the river in 'Vallambrosa' which is 
covered with the dead leaves it bears and which is referred 
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to Milton, Dante and Virgil. Thus Eliot's river evokes 
artistic, religious and historical perspectives that 
interact to create a mythico-cinematographic concrescence. 
Above the river, provided in summer the overhanging leafy 
boughs of the trees from both the banks formed a "tent" 
which is now broken because of the loss of the leaves in 
autumn. The words 'the last fingers of leaf/ clutch and sink 
into the wet bank' remind us of a person drowning and 
clutching at the last straw. They are connected up with the 
suicidal drowning of Qphelia which was suggested at the end 
of the preceding movement. We recall other deaths by water, 
particularly of a god like Osiris in Egyptian fertility 
cults Such deaths give ironical hints of the possibility of 
rebirth. They do anticipate the death by water of the 
Phoenician sailor Phlebas in the fourth movement. The"broken 
tent" ironically reminds us of the tabernacle of the "Old 
Testament" The tabernacle was originally a portable tent the 
wandering children of Israel carried with them. Thus the 
'tent' also reminds us of the nomadic Jews. According to 
literary and popular legend of the last seven centuries, a 
Jew, named Ahasuerus mocked or mistreated Jesus, v\?hile. He 
was on his way to the cross. He was condemned therefore to keep 
wandering on earth until the Second Coming. The nomadic Jews 
used a tent as a temporary dwelling place. In the modern 
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waste land, the river's tent which means the canopy of 
tangled leaves and branches over the river, is used by the 
loitering heirs of city-directors, and their sweethearts, 
the society girls, are ironically called "nymphs" by the 
poet. All the wastelanders are, thus, seen as rootless 
pleasure-seeking loiterers. Like Marie, they do not know of 
their own identities with any certainty, and their 
cosmopolitanism is actually a curse that makes them 
infernally "unreal". The montage of river's canopy of 
greenery and "tent" advances the theme of rootlessness and 
uprootedness. Besides all this, the image of the tabernacle 
takes us to Soloman's 'tent'. In Isiah xxxiii, 20-1, the 
'river' is linked with the tent as an image of the power and 
security that God offers to His chosen people: "Look upon 
Zion, the city of our solemnities; thine eyes shall see 
Jerusalem a quiet habitation, a tabernacle that shall not be 
taken down; not one of the stakes thereof shall ever be 
removed, neither shall any of the cords thereof be broken. 
But there the glorious lord will be unto us a place of broad 
rivers and streams...' These echoes bring about the montage 
of shots wherein the mounting or superimposition of various 
images and ideasCpleasure haunt of the 'loitering heirs of 
city-directors' and their society girls ironically called 
"nymphs"; tabernacle of the noiradic . jews, infernal 
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associations evoked ^j ,^rgil, Homer, Dante and Milton; and 
the nymphs of pastoral literature, mythology in the mind 
folklore result in a mythico-cinematographic concrescence 
that makes for great complexity^ depth and poetic intensity. 
'The wind, that crosses the brown land unheard'reminds 
us of God's breathe, which is symbolized by the wind in the 
Bible.. It recalls the words of the Lord, to Ezekiel: "Son of 
man, prophecy to the wind for only the wind vdll listen. "Brown" 
is a personal symbol in Eliot and it is suggestive of both 
decay and possibility of regeneration.. This is followed by a 
visual montage of shots wherein the river scene in Spencer's 
Prothalamion gets superimposed on the scene of a modern 
river serving as a pleasure haunt, in Prothalamion, Spenser 
celebrates an ideal marriage or the ideal union of sexes 
which adds an ironic perspectiveto the meaning of Eliot's 
line: 'Sweet Thames runs softly till I end my song. This 
concresces with the exile of Jews in Babylon, the League of 
Nations by Leman, also the prostitution business by Leman, 
the boiling of "unholy^  loves" that St Augustine found in 
Carthage by the Nile. But the "River" in The Waste Land has 
its meaning summed up and advanced by the poem. It is more 
than that of the River plate associated with the cycle of 
the change of water drop from river to-cloud, to rain to 
river to sea, Hejre Ganga is restored by the downpour of rain 
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and the thunder speaks of the process of renewal and rederrption 
of The Waste Land. 
The setting by the Thames in a flawless pastoral 
vision, with the 'Nymphes.... All lovely Daughters of the 
Flood' in attendance upon the river, which they strew with 
flowers to honour this Brydale day. But in the contemporary 
river scene, "nymph" is an ironical name for a society girl. 
These modern "nymphs" are departed now and the river is not 
strevm all over with "empty bottles, sandwich papers, silk 
handkerchiefs, cardboard boxes, cigarette ends," Thus there 
are ironic parallels and contrasts of various river 
associations mounted on one-another,. 
By way of "collage", river Thames now melts into 
Lerran . and we are reminded of the lamentation of Israelities 
recalling their exile in Babylonia and their lamentations 
and weepings "by the fivers of Babylon" for their Homeland. 
Psalms: cxxxvii, I 'By the rivers of Babylon, there we sat 
down, yea, we wept, when we remembered Zion.' "The Waters 
of Leman" is a phrase associated with the fires of lust, 
from the meaning of 'Leman' as mistress or prostitute. Lake 
'Leman' ' is the french name for the lake of Geneva in 
Switzerland in the nearby town of Lausanne. It is associated 
with the L-eagtie of Nations. Such a mythico-cinematographic 
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mounting of various ideas and images associated with the 
river— the mythical regenerative Holy River like Ganga, the 
infernal rivers in Virgil, Homer, Dante and Milton holding 
up the possibility of becoming purgatorial rivers like Lethe 
and Eunoe. The river Thames associated with Spenser's 
celebration of an ideal romantic union, contrasted vd.th the. 
modern Thames serving as a pleasure haunt to the loitering 
heirs of city-directors and the modern nymphs who are 
society girls. All this mounting of ideas and images brings 
about the effects of intensification, complexity and depth. 
"But at my back I hear" reminds us of Marvel's Coy 
Mistress. The poem 'coy Mistress is about a genuine lover 
and a really loving but coy mistress. Their love is 
characterized by gentleness, tenderness and sense of Ag^ pe though 
its fulfilment is characterized by an energetic and violent 
activity. However, the situation in the modern wasteland is 
devoid of any genuine feeling of love. The line, 'But at my 
back in a clod blast, I hear....' ironically echoes Marvel's 
word, 'But at my back I always hear/Times' winged chariot 
hurrying near.' 
"The rattling bones of the dead" reminds us of the 
details of the 'Hades' episodes in Ulysses where on the way 
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to Paddy Dignam's funeral. Bloom repeats to himself a 
pathetic jingle; "Rattle his bones, Over the stones. Only a 
pauper. Nobody ovms." This echo from Joyce's Ulysses brings 
in the pathetic sense of lack of belongingness. This makes us 
fall back on Four Questes; 
Dont let me hear 
Of the v/isdcm of old men, but rather of their folly 
Their fear of fear and frenzy, their fear possession 
Of belonging to another, or to others, or to God. 
These are hints of Eros (Belonging to another). Agape 
(Belonging to others) and of charis (Belonging to God.) As we 
have said that the VJastelanders are lacking these aspects. 
And here the phrase 'chuckle spread from ear to ear' reminds 
us of a Buddhist legend in H.C. VJarren's Buddhism in 
Translations. According to the story, a wise man, meeting a 
woman on the highway begged alms of her. She only laughed at 
him, but as she did so, she displayed her teeth. The man was 
enabled to achieve sainthood through the realization of the 
essential impurity of her body, whose naked bones he had a 
glimpse of. Later on when he met her husband to his question: 
'Was it a woman, or a man. 
That passed this way? 
But this I know, a set of bones. 
Is travelling on upon this road.' 
Though a shift in the focus, vje now see the 
protagonist standing on a spot behind the gas-house from 
wheere to fish in the "dull canal". Having long since become 
the Fisher King, carrying on with the business of fishing 
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without knowing what it means. 'Fishing' is a fertility 
symbol in Buddhism and Christainity, while the 'Gas house' 
and the 'dull canal' are the debased forms of charis. 
Moreover all the rivers have degenerated into the "dull 
canal." "By way of 'collage', the quester now melts into 
Ferdinand (The Tempest; Act I, Scene 2, lines 389-91) 
through an echo of the meeting between Ferdinand and Ariel; 
'Sitting on a bank, 
Weeping again, the king, my father's wreck, 
This music crept by me upon the waters. 
This brings us to another 'collage' which results in 
the fusion of 'Antonio' and 'Alonso'. These collages result 
in an artistic intensification and complexity of 
perspectival meaning. 
Among the bones and the naked bodies of the dead, the 
quester hears another kind of rattle, "The sound of horns 
and motors which is a parody of the conventional heralding 
of the arrival of some important person which in the poem's 
context should be the redeemer coming with the general 
message of spring or renewal. But the irony of it is that 
instead of such an agent of redemption and spring like 
renewal there comes Sweeney to Mrs. Porter. Thus the cycle 
of the life becomes a mere rattle of bones. It does not 
stirv the wastelanders into resurrection and renewal. The 
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figure of 'Sweeney' in Eliot is a personal symbol. It is 
associated with the mere life of flesh and brute sexuality 
and virility. 'Sv;eeney' being a personal symbol, which keeps 
recurring in Eliot's poetry in different contexts and 
undergoes^a development of some very special meaning. He has 
already occurred in the poems of the 1920 volume (Sweeney 
Erect, Mr. Eliot's Sunday Morning Service and sweeney among 
the Nightingales.) 
Here we have Mrs. Porter, a prostitute instead of the 
Grail-bearer. She is a modern Diana who is visited by a 
rrodern Acteon, Sweeney, And the "Sound of horns and motors" 
is a college of the horns of the hunter Acteon who was torn 
pieces by his own hounds as a punishment for seeing the 
bathing Diana, and also the horns of motors (motor-cars) 
V7hich bring this modern Acteon Sweeney to the modern Diana-
Mrs. Porter. The horns are also an ironical reminder of the 
horns of plenty which occur in many versions of the Holy 
Grail legend. The whole episode is a horrible parody of 
Agape and is constituted of various perspectives of ironical 
meaning. 
We are also reminded of a war-time ballad. The lines 
'o the moon shone bringt on Mrs. Porter/ And on her 
daughter/They wash their feet with soda-v^ ater' remind us a 
Diana also the moon goddess wearing on her head the 
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hom-like crescent of the moon. These lines also remind us 
of a ballad popular among Australian troops during the first 
world V7ar. This ballad refers to sexuality and therefore it 
advances the theme of loveless sex. In this visual montage 
of shots, the image Diana bathing in her grotto gets 
superimposed .on Mrs. Porter her daughter'washing their feet 
in soda water'. This is followed by an echo from 
Paul Verlaine's Parsifal (1844-1896). 'And, 0, these 
children's voices singing in the dome'. Verlaine here refers 
to VJagner's Parsifal and its music. The ritualistic 
feet-washing and singing precedes the restoration of the 
wounded Fisher King by the Knight Parzival and the lifting 
of . the curse from the wasteland. The singing 
of the children which is a celebration of the success of 
redeemer or a prelude to a reminder of the song of Philomel; 
Twit, twit, jug, jug, Tereu'. 
The words (Tv^ it, twit, Jug, jug") remind us of the 
myth of nightingale, but the waste landers fail to 
understand the suffering of Philomel. To their dirty ears, 
the words signify nothing simply some- meaningless sound: 
"Jug, Jug, Jug". These words take us back of the boudoir of 
of the partrician lady' in "A Games of Chess" whereby we 
recall the story of Philomel. There is yet another echo 
which reminds us of all the cities including the city of Dis 
in hell. 
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These echoes create depth and condensation on the one hand, 
and poetic resonance on the other. They cut across time and 
space and rrake for Universal appeal. 
The focus now shifts and the quester sees the brown 
fog of a winter-noon,'Brown' refers to the unregenerate who 
is capable of regeneration, v^ hile the 'fog' is a degenerated 
form of chairs B The word 'noon' is biblical and is 
associated with the noon in the Garden of Eden. The 'winter 
noon' ironically reminds us of the state of earthly paradise 
where Adam could see God and He walked with him in the cool 
of the day. This results in a visual montage in which two 
associations from the biblical garden of Eden and from the 
garden of earthly paradise in Dante's Purgatory are super= 
-imposed on the 'winter-noon' in The VJasteland. But in the 
Wa.steland, the noon is not associated with some 
transcendental union of man and woman and of man with God. 
Here we have the suggestion of a very corrupt union, i.e., 
homosexual union. This perverse union is suggested by the 
invitation of Mr. Eugenides for "Luncheon at the Canon 
street Hotel", the well-known resort of the "gay" folk. This 
is followed by 'collage' wherein the one-eyed merchant of 
the pack of cards melts into Mr. Engenides. The one-e3^ ed 
merchant becomes very sinister here because of his 'unshaven 
face'. His pockets are full of currents that are a fertility 
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symbol. He also corresponds to the chief actor in Frazer's 
account of the ritual "ride of the beardless one which 
ironically link Mr. Eugenides with the Hanged Man and even 
explains partly why Mr. Eugenides is unshaven. Such a 
one-eyed character re-appears "later in The Cocktail Party 
and there is something mysterious or shady about him even in 
that play. Mr. Eugenides also unites phlebas, the Pheonician 
sailor and the Fisher King in his boat. His invitation 
ironically reminds us of the invitation given by the Fisher 
King to the quester out of the Grail castle. All this leads 
to ironical complex of asociations, v;hile it under scores the 
corruption of human relations and love in the modern 
wasteland. 
After a-typographical gap indicating, 'cut',now we come 
across the voilet hour which is an echo from Donne's 
'Extaxie .' where it (violet) is associated with sex. This 
leads to. a conflict between the two situations. In Donne, 
sex leads to a genuine experience of love, while in The 
wasteland it becomes merely mechanical. The word 'violet' 
also reminds us ironically of Ophelia who says in Hamlet 
(Act IV, scene V, lines 181-183) "I give you some violets 
but they withered all, when my father died." In these lines, 
the word 'violets' refers to true love, including some 
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ironic meanings, evoked through parallels and contrasts. 
The camera now 'pans' and we see a girl 'whose eyes 
and back are turned upvjard from the desk." She is "like a 
taxi throbbing, waiting." This is suggestive of something 
mechanical. The whole scene, like the whole poem is enacted 
in the consciousness of Tiresias. A 'dissolve' brings him in 
the foreground, while the typist girl episode is enacted and 
he tells us that he is a blind prophet. He has both the male 
and female sex experience as the Tiresias' legend tells us . 
Though he is not a character ofThe" Maste land' yet he is the 
most important personage in the poem and infact every 
character of The Waste land' ultimately melts into Tiresias 
by way of 'collage'. This evokes historical, religious and 
artistic perspectives that effect a tremendous all 
inclusiveness and mythico-cinematographic-concerescene. 
The evening hour ironically reminds us of the evening 
scene at the opening of Purgatorio VIII. Infact, these lines 
recreate the evening scene of Purgatorio (viii) and thereby 
put the two scenes at a sharp contrast. Also there is a 
beautiful pendulum like balancing between the two evenings. 
'At the violet hour', on the one ^ land suggests all the 
colouring and mechanical on-goings which are awaited by the 
typist girl and which finally results in finding the 'stairs 
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unlit' which connotes nothing , but sex, whereas in Dante, the 
violet hour has positive connotation, where it stands for 
what the sailor on the sea is reminded of i.e. a hope to 
meet his beloved again. It also reminds him of the exchange 
of pleasantries at the dawn^This ambiguity results in visual 
montage of shots in which the two scenes (evening hours of 
Dante and that of evening hour in The Wasteland) get 
superimposed on one-another, so as to bring in artistic 
perspective. 
Through a shift in the focus, 'a counter dissolve' 
now brings us to the interior of the room while the face of 
Tiresias in the foreground fades out while his commentary 
goes on. The typist girl appears to be very busy and her 
activities suggest something mechanical. The food in tins is 
a debased form of Agape and it ironically reminds us of the 
Grail repast in some version of the Holy Grail legend which 
was prepared by a loathly damsel. This ironical echo brings 
about a mental montage and its mythical overtones make for a 
mental collage of ideas and images which interact in the 
mind - montage fashion— with the contemporary situation of 
the typist girl. Thus the intensity of artistic resonance, so 
produced partakes of depth, ironic complexity and 
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universality. After the ironic contemplation of the food 
laid out "in tins", V7e are shovma glinpse of multicoloured 
washings spread out to dry. These are called "drying 
combinations". "Out of the window" they are "Perilously 
spread" and are touched by the sun's last rays. As v;e see 
then we are reminded through the word "Perilously" of a 
suituat ion from "Keats' "Ode to a Nightingale" and a montage 
-like = interaction of images and ideas takes place in our 
mind. In Keats the charmed magic casements"suddenly open on 
"The foam of perilous seas forlorn" to let in the music of 
the nightingale while it is suggested that the redeemer 
lover will come across these seas to rescuse the beloved, 
say some princess' inprisoned in a castle by the sea-side in 
faery land. Here the typist is herself a potential 
Nightingale and her "drying combinations touched by the 
sun's last rays" signal to, and attract, not a redeemer 
lover as in Keats or as in the Holy Grail romances-- but the 
seducer of the typist-girl bearer-nightingale, the "young 
man carbuncular." 
Once again in the foreground as a transparent 
superimposed shot we see Tiresias as a blind "old man with 
wrinkled female dugs" fusing the two sexes-- legend tells us 
that he assumed this bisexuality for the sake of 
experiencing sex from both the male and female sides. He 
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went blind after seeing a pair of Snakes copulating and was 
in this way punished for his inquisitiveness. The 
transparent superimposed figure of Tiresias fades out again 
to allov7 us a -view of what is going inside the typist's 
room. The scene is a projection of Tiresias' own composite 
consciousness and nerves. With him we await the expected 
guest. "He, the young man carbuncular arrives" and as the 
camera focuses on his face. "Carbuncular" catches an echo 
from Milton's description of Satan in Paradise Lost, which 
defines the seductive figure of the young man superimposing 
on it the idea and. image of Satan, the infernal serpent. 
His silk hat assurance are suggestive of his self 
complecency. The appearance of this young man confirms him 
to an egoistical personality. Further the image of 'bold 
stares V7ith silk hat' makes him attractive and gives him a 
romantic air that may impress others. He looks like a 
responsible person but, infact, he is, the counterpart of 
Satan. He now seduces the girl and the whole seduction 
becomes a debased form of Agape. There is no sense of 
togetherness and the girl remains morally unreproving, 
indifferent and passive, even when the man engages her in 
caresses. "His vanity requires/And makes a vjelcome of 
indifference." This scene reminds us of the rape of Philomel 
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and this results in a visual montage inwhich the tv70 chunks 
of experience ("the passivity and the indifference of the 
typist girl' and the resistence of Philomel") get ironically 
superimposed on one-:, another. This evokes historical and 
religious perspectives that create mythico-cinematographic 
concrescence. 
Another 'fade-in' makes Tiresias emerge again in the 
foreground. He observes that he suffered all that has been 
enacted on the Diwan. He told King Oedipus of Thebes that 
his land had become desolate on account of his own sins. He 
also visited Hades v;here according to Homer, he was 
consulted by king Odysseus. These heroic historical 
references that the all-seeing and foreseeing, all-suffering 
and foresuffering blind prophet gives us as he narrates what 
is again enacted mythically on the diwan or bed produce an 
ironic effect in this mock heroic situation. The 
proclaimation of I Tiresias.... and 'I v;ho sat by Thebes' 
has the mock--heroic function in so far as it refers to such a 
situation. Besides the heroic effect, the situation is also 
marked by its pathos. The image of Tiresias which emerges in 
our minds by this use of parenthesis has a pathetic air 
about it. Then we, suddenly, awake to the finale o-p this 
episode as Tiresias figure fades out from the foreground. We 
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now see the lover"bestows one final patronising kiss/And 
gropes his way, finding the stairs unlit..." "Stairs" in 
Eliot is a personal symbol and it refers usually to erotic 
encounters in the poetry upto The VJaste Land. But the 
mythical concrescence evoked .by "Stairs" resonates with a 
multiplicity of meaning ranging from the erotic to the 
religion-mystical associations of the "stairs". We are 
reminded not only of Jacob's ladder of vision but also of 
the saint's stairs in St. John of the cross. Along the 
literary or artistic perspectives, we are reminded of 
Dante's descent-asce'jit , pattern in the Divine Comedy. The 
descent into Hell becoming an ascent into purgatory and then 
a further ascent into the contemplative visions of paradise. 
The camera now 'pans' and focuses on the typist on 
girl looking into the glass. She is hardly aware of her 
departed lover and this suggests that she is indifferent and 
mechanical. She is happy that it is all over. The 
Tiresias-protaganist observes and comments, "when lovely 
woman stoops to folly and/paces about her room again, alone" 
Here we have ironical echoes of Olivia's song in Oliver 
Goldsmith's, The Vicar of Wakefield. The typist girl remains 
morally unreproving and indifferent and feels relieved that 
it is over. 
Her brain allows one half formed thought to pass: 
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'Well now that's done: and I'm glad it's over.' 
Along with the artistic perspectives, echoes from 
Goldsmith bring in a dimension of ironic moral seriousness. 
But it is soon smoothed out by the "cherry automatism" of 
the girl's behaviour, "alone" with shocking playfulness 
rhymes with gramophone which emphasises a meaningless 
cyclical repetition which is history. "When lovely woman 
stoops to folly/ And finds too late that men betray/ What 
charm can soothe her melancholy./ What art can wash her 
guilt away?/ The only art her guilt to cover,/ To hide her 
shame from every eye,/ To give repentence to her lover/ And 
wring his bosom-- is to die.' Indeed, as Eliot observes in 
his essay on Baudelair, "what distinguishes the relation of 
man and v;oman, from the copulation of beasts is the 
knowledge of Good and Evil (or moral Good and Evil which are 
not natural Good and Bad or Puritan Right and VJrong". But 
for these Wastelanders, as it was not for Baudelaire, 
"sexual operation" is something "analogous to Kruschen 
Salts''.^ 
The music of the gramophone ironically echoes Ariel's 
song in the The Tempest Act 1, Sc. 2, lines 391-93). 
'This music crept by me upon the waters, 
Allaying both their fury, and my passion 
1. T.S. Eliot; Selected Essavs "Baudelaire" (London, 1932, 
p . 429 . 
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With its Sweet air....' 
These lines are associated with a sea-change type of 
renewal. This echo creats an audio-montage inwhich the tv70 
(Ariel's songs and the songs of the gramophone record) 
get superimposed on one another through an auditory-
dissolve. Tiresias, the choric commentator composite 
protagonist's voice emerges again through an auditory 
counter-dissolve. He seems to be addressing the city. His 
words, '0 city, 0 city remind us of all the cities destroyed 
by God and mentioned in the Bible (Sodom and Gomorrah, for 
example), the unreal city- the. city of Dis— as well as 
Jerusalem in the Bible and as an ironic reminder, St. 
Augustine's "City of God". The last three ironically refer 
to the possibility of regeneration along with similar hints 
in fishmen and Magnus Martyr. The word "fishmen" resonates 
with multiple meaning. It implies men who are like fish and 
also Fishermen, literal as well as metaphorical, it is 
associated with salvation and regerneration and it reminds 
us of the fisher king. , the Buddha and Christ. 
Metaphorically they fish out men into salvation from the 
ocean of this Samsar. 'Fish' in Christanity is also a symbol 
of the Eucharist. In the word "fishmen" therefore, there is 
a tremendous mythical concrescence, like a collage of many 
shots. The word 'noon' is Bilbical and it refers to Paradise 
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where God walked. The phrase 'vjhite and gold' symbolically 
refers to glory, love and regeneration. This hints in the 
allusion to the city of God and Jerusalem; to the pleasant 
whinnincf of a mandoline— the music of Charis — to the 
fishmen explicated above, to the paradisal noon and also the 
noon where the voice of christ is heard over 
Jerusalem, and finally to the church of Martyr (the great 
Marty: Christ) whose walls hold "Inexplicable splendour of 
Ionian white and gold"— all these hints look forward to the 
possibility of regeneration in the very complex articulation 
of montage-like ironically interacting perspectives of myth, 
religion, art and history. 
Ue have now a vision of the river (say Thames) flovjing by a 
church (say Magnus Martyr where fishmen lounge at noon). 
From across the river the seducer came- a place of the 
redeemer-lover. The situation after the seduction of the 
typist-Grail-bearer-nightingale is the same. It is a 
mythically composite and complex situation holding some 
ironical hints of renewel in the allusion to the figure of 
the nightingale (of whom we are reminded by the 
Keatsian"perilous"), to the "city of God", to fishmen, to 
Magnus Martyr and its inexplicable splendour of lonion white 
and gold. 
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The river that we see now is the same mythical river 
presenting what has been and what might have been . It is 
the Thames of Spenser, the V7aters of Leman- Babylon the 
blackened river of Hell, Styx, flowing by the battlements 
and towers of the city of Dis. It can also be seen as a 
purifying river like Ganga, ot it might have been some river 
of Purgatory- say Lethe and Eunoe. 
By way of 'Collage' every female character of The 
Wasteland including nymphs melts into the Thames' daughters. 
This evokes artistic, historical and religious perspectives 
which result in all- inclusiveness and 
mythico-cinematographic concrescence. This is follov;ed by a 
"cut" which is indicated by an unusual typographical gap in 
the printed matter and we now hear the song of the Thames' 
daughters which ironically reminds us through a mythical 
concrescence or cinematographic montage in the mind of the 
song of Rhine daughters in Uagner's opera 'Die 
Gotterdammerung' (The Twilight of the Gods Act. Ill, Scene 
i.) The Rhine daughters bewail the loss of the beauty of the 
Rhine occasioned by the theft of their gold, the symbol of 
Chastity. Siegfried is fighting for their cause against the 
giants. 
The song of the Thames daughters— Rhine daughters 
117 
seems to be coming out of the record on the gramophone of 
the typist girl. Her gramophone is moving all the time in 
the background while in the transparent foreground Tiresias 
V7as invoking the city in lower Thames street and fishmen 
lounging by Magnus Martyr. Now the foreground fades out and 
the background fades-in as the song of the three Thames 
daughters-- Rhine daughters emerge . At first all three of 
them sing together and then they sing separately one by one. 
The song of the Thames' Daughters takes us back to 
the beginning of this movement where the river Thames is 
described in the context of "nymphs" and of the exiled 
protagonist weeping by the river. The ironical reminders of 
Spencer's Prothalamion continue in the form of references to 
Elizabeth and Leicester setting out of the Thames. The words 
'oil and tar' refer to the impurity of the river, Thames. 
Eliot's description of the barges reminds us of the 
beginning of Conrad's Heart of Darkness where the Thames is 
contrasted and compared with the dark congo. The barge of 
Elizabeth and Leicester on the Thames is suggestive of the 
union not only of ideal lovers but also of the church and 
the state. Again the red and gold of the stern reminds us of 
Cleopatra. 'The white towers' may suggest of a place of 
announcement, warning and watch. It may also ironically 
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suggest the Tower of London in which Elizabeth imprisoned 
some of her lovers. Again there is the Tower on the 
battlements of the city of Dis in Dante, the Tovjer v/here a 
watch is kept and a signal is given and where the Gorgon-
w.oman appears. The ironical possibility of the queenly 
beloved becoming such a woman is there. 
After a snatch from Wagner 
Weialala leia 
VJallala leialala 
Then the Thames-daughters- Rhine daughters sing 
separately. The focus falls on the first one and we see her 
transparent close-up in the foreground. As her voice 
emerges, the background scene dissolves into 'Trams and 
dusty trees". We listen to her story and see in the 
background the following scene of her seduction : 
'....by Richmond I raised kness 
Supine on the floor of a narroww canoe.' 
Then the close-up of this girl in the foreground 
dissolves into the transparent close-up of the second girl— 
the Moorgate girl. The background scene also dissolves into 
showing her feet at Moorgate and her wounded, limping gait 
while her voice comments : 
'My feet are at Moorgate, and my heart 
under my feet." 
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After her seduction her lover had wept and promised 
"a new start". "I made to comment", says she, "VJhat should I 
resent? Her heart has been so much wounded and broken that 
she is in a situation of total despair and is nov7 
indifferent to her lot. 
After this the close-up of the second girl in the 
foreground dissolves into that of the Margate Sands girl. 
Through this close-up we see her walking in a daze on 
Margate Sands. *She can connect nothing with nothing" which 
reminds us of the "nothing*^  in the boudoir scene of 'A Game of 
Chess' and also of the "nothing" spoken by the wronged girl 
Ophelia in the play within the play scene inHamlet. This 
girl may have played a game of chess, but certainly she is 
the wronged party. Her figure is a mythical concrescence of 
the neurosis of the mad Ophelia and of the typist, which 
latter figure is suggested by the "broken fingernails of 
dirty hands." Her people are not the subjects of Cleopatra 
or of some would-be-gueen like Ophelia. They are actually 
her Clients. 
'My people,humble people who expect nothing.' 
In this cheap game of chess, they play with a street girl. 
After a typographical gap indicating a 'cut' the 
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Tiresias-quester speaks : 
'To Carthage then I came.' 
It echoes St. Augustine's Confessions (iii., I): 'to 
Carthage then I came, where a cauldron of unholy loves song 
all about mine ears'. Here St. Augustine refers to sensual 
temptations by which he was assailed in his youth. The 
cauldron ironically reminds us of the Holy Grail. This 
creates a tension and a conflict that results in a visual 
montage of shots inwhich 'The Holy Grail' and the 'Cauldron' 
get superimposed on one-=another in a mythico-cinematographic 
concrescence. 
The words 'Burning, Burning' remind us of the 
Buddha's Fire Sermon. In this sermon, the Buddha says: 
'Forms are on fire... impressions received by the eyes are 
on fire and whatever sensation. pleasant, unpleasant or 
indifferent, originates in dependence on impressions 
received by the eye, that also is on fire. And with what are 
these on fire? With the fire of passion, say I, with the 
fire of hatred, with the fire of " inf >atuation....' We are 
also reminded of Purgatorial burning in Dante and of the 
burning in Hell. The words also echo the burning of Dido on 
her pyre, the burning of Seigfried on the pyre along with 
Brunhilde who jumped into it because she loved the hero-
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which looks forward to the plucking out of the fire of the 
symbolic gold of the Rhine Daughters in Wagner— and of 
course to the age— and of course to the age- old process of 
the burning of gold for purification in metallurgy. All 
these images and ideas interact to create a tremendous 
mythico cinematographic concrescene, all —inclusiveness and 
artistic intensification. 
First, the words '0 Lord, Thou pluckest me out/ 0 
Lord thou pluckest' echo st. St. Augustine's confessions: 'I 
entangle ray steps with these outward beauties, but Thou 
pluckest me, 0 Lord pluckest me out: 'Then we are reminded 
of the words of the prophet, Amos (x4:ll) "I have overthrov;n 
some of you, as God overthrew Sodom and Gomorrah, and ye 
were as a firebrand plucked out of the burning; yet have not 
returned upto me, saith the Lord". Then we think of God's 
challenge to Satan in "Zechariah" iii, 2, 'is not this a 
brand plucked out of the fire?' All these echoes concresce 
artistic and religious perspectives that bring about a 
montage like intensity and all^ inclusiveness of emotional 
knowledge. 
Thus the burning to which the poet refers tovN^ ards the 
end of this movement is intensely ambiguous in nature. It 
may be a mere burning or a regenerative burning. It may be 
infernal; it may be purgatorial. 
122 
IV 
'Death by VJater'—the fourth movement^ is an obvious contrast 
to the preceding section, 'The Fire Sermon'. Dying here 
carries the suggestion of rebirth and the possibility of 
resurrection. It is foreseen as a distinct outcome of death 
by water. It comes as a relief after the typist-girl and the 
Thames daughters' episodes. The title of the fourth movement 
refers to a regenerative death. Having a dip in water has 
traditionally been a symbol of purification and regeneration 
which is testified by rites like baptism. The title reminds 
us of the drowned phoenician God, Osiris and the rites 
related to his death and regeneration. According to Jessie. 
L. VJeston. each year at Alexandria an effigy of the head of 
the god stuck with corn was thrown into the sea and fished 
out downstream at Byblos. It was then retrieved and 
worshipped as a symbol of the god reborn. Thus the whole 
ritul symbolizled the death and rebirth of the spirit of 
Nature. Another powerful tradition of a life bringing 
death-by-water is associated with the Christian sacrament of 
Baptism:.., so many of us were baptized into Jesus Christ 
were baptized into his death? Therefore, we are baptized 
with him by baptism into death.1. 
This movement is a literal translation of the second 
" a 
part of Eliot's French poem Dans La Restaurant, which forms 
a sequel to the confession of a lugubrius V7aiter to a 
1. Ronran vi , 3-4. 
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customer in a restaurant. The waiter talkes of an 
imparadising boyhood experience with a girl in a garden. 
The sudden appearance of a dog and his own timidity 
disrupted the experience. It lurks as a broken image in the 
memory (like the Hyacinth girl episode), but is quite a 
universal occurrance.(cf Eliot's remarks on the rose garden 
experience) The customer in the restaurant exclaims*. "Hov? 
dared you have experience like, mine'.' He gives the waiter some 
money and ask him to go, get a wash and scrub himself with a 
fork. This washing and immersion in water connects the first 
part of the poem with the Phlebas episode in the second part 
which immediately follows with its hints of purgational 
purification and transcendcental redemption. Dans La 
Restaurant looks forward to this possibility. So does The 
Waste land. 
By way of 'collage' the one-eyed merchant and the 
Phoenician Sailor now melts into Phlebas. Phlebas who was an 
erotic figure is drowned and now, he remembers nothing of the 
rise and fall of the sea and of the "profit and loss". He 
has also forgotten the cry of gulls. 'Gull' in Eliot is a 
personal symbol and it refers to humanity, gullible but 
tough as it is. 
Now there is an echo from The Tempest (i, ii) which 
reminds us of Ariel's song which comforts Ferdinand. The 
124 
word "in whispers" are biblical. In Bible, they are used for 
a sort of admonition whereas in Eliot the context is full of 
horror. The current of sea picking the bones of Phlebas in 
whispers makes us recall the last seven lines of Eliot's 
french poem 'Dans Le Restaurant'» when translated into 
prose, they read thus: "Phlebas, the Phoenician, a 
fortniaht drowned forgot the cry of gulls and the cargo of 
tin . An undersea current carries him far, took him back 
through the age of his past. Imagine it— a terrible end for 
a man once so handsome and tall". This is horrible. But 
Eliot, here ', is suggesting the process which will be 
responsible for purgation. 'VJhisper' thus, suggests the 
ineffable Peace experienced by Phlebas as he was drowned and 
purges of stains on his body and soul. 'Whisper suggests the 
very process of purification which in Buddha is suggested by 
the whispers of fire of lust. 
The following two lines 'As he rose and fell/ He 
passed the stages of his age and youth/, Entering the 
whirlpool' remind us of Dante's Purgatorio. The penetants 
undergo a purgation through circling. Phlebas also passes 
the stages of his own age and youth, which the penetants do 
in their circling climb over Mr. Purgatory. Phlebas, then 
enters the whirlpool, which process is a counter-part of 
reaching the still centre through entering some process of 
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purgatorial cycling^ ^ recalling one's age and youth by way 
of repentance. In Dante, the protagonist reaches the garden 
of earthly paradise to have vision of Beatrice in the 
Eucharistic pageant. He has already taken a dip in Lethe and 
then in Eunoe and is in this way reborn into Pre-Lapsarian 
innocence. Beatrice who symbolizes revelation and 
incarnation will lead him into a further rebirth: it will be 
into the paradisal ecstasies of the Beatific Vision. The 
whirlpool allusion also reminds us of the effigy of the 
vegetation God, Osiris sinking down in the Nile. According 
to the ritual the effigy of Osiris was immersed into the 
water. He was supposed to pass the various stages of life in 
the reverse order. He is old when he is immersed in water. 
He is young as he rises and falls on the waves, then a boy 
and is finally reborn. This results in 
mythico-cinematographic-concrescence as various chunks of 
experience (whirling in the whirlpool and circling in the 
purgatory and the whirling down of the vegetation God) get 
superimposed on one-another. Such a superimposition also 
objectifies complex symbolic patterns of feeling, for our 
contemplation.Phlebas is also associated with the picture on 
the Tarot pack of cards inscribed with the wheel of fortune 
and the dual possibilities of resurrection and mortality. The 
reader is tempted to associate Phlebas with Ferdinand in the 
Tempest ('Those are pearls that were his eyes'). This 
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relates to v^ hat Madame Sosostris said: 
Here, said she, 
Is your card, the drowned phoenician Sailor 
'•*• (Those are pearls that were, his eyes. Look.) 
Her V7arning of death by water is now recollected. 
This interlinking of characters by apparently random stat-
-ements and images,is an important aspect of Eliot's symb-
'Olist technique. It is his mode of giving archetypal 
identities to otherv7ise. shadowy characters. 
The phrase 'Gentile or Jev;' is biblical, (see 
PvOmans:i, 18-32). The Biblical distinction is betv;en 
those who had received God's revelation, and those who 
had not. Thus phrase refers to the whole humanity, 
whether of Semitic or of non-semitic dispensation. 
'Gentile or Jew' tries to be a master of his own destiny. 
He turns the wheel not only the wheel of navigation but 
also the wheel of life, originally a Buddhistic image 
adopted by medieval Christain iconagraphy. The listener, 
be he a gentile or Jew, turns"the wheel" and is himself 
turned by it, as Thomas Becket observes in"Murder in the 
Cathedral thus goes the journey of life for the sake of 
"profit and loss." Man who turns the wheel also looks to 
windward • for the sake of getting some favourable 
opportunity of navigable v;eather or God-sent aid- the 
"wind" being a symbol of God's spirit or "ruh" in Semitic 
127 
religions. It has its counterpart in the concept of 
•prana' (vital energy) among the gentile faiths of India. 
The protagonist's sudden address to the audience: 
"Gentile or Jevj/oryou who turn the wheel and look to 
windward,/consider phlebas, who v^ as once handsome and 
tall as you," puts the listener into a situation of 
mythical concrescene evoking not only the religious and 
secular journey of our life, for the sake of "profit and 
loss". Which may become purgatorial if we forget the 
"profit and loss." It means that all of us are voyagers 
on the sea of life v;here we have to pass through the 
temptations of v7ealth and of the senses and if we suffer 
ourselves to be over borne by those temptations our life 
will be only a whirling wheel followed by the vortex of 
death. Not only these, but a whole history of human 
striving is evoked here-the turning of "the wheel" and 
looked to windv^ ed. in rore than one sense from ancient to 
modern times. It evokes historical and religious 
perspectives to bring about depth and complexity and 
mythico-cinematogrphic-concrescence. 
This short lyrical movement looks forward to the 
possibility of regeneration through a purgatorial 
process. It makes The Waste Land point in the direction 
of hope. 
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V 
The title of the fifth movement "VJhat the Thunder 
Said" reminds us of the Indian God, Prajapati who is the God 
of creation. In the. "Upanishad" • called Brihadaranyaka, 
Prajapati speaks through the thunder to his devotees; gods, 
demons and men and explains them the three-fold-way of 
Salvation. The first part of the movement is taken up by 
three themes, as Eliot has reminded us in his notes: the 
mythical journey of the Knight through the thirsty land of 
the Fisher King to the Chapel Perilous; the biblical journey 
of the wavering disciples of the dead Christ to Emmaus, 
which ended in the revelation of the mystery of Resurrection 
and the aimless journey of the uprooted modern humanity 
through the regions of the fertility cults in Eastern 
Europe, which is on the brink of total collapse, once 
homogeneous society breaking to fragments. 
The movement begins with a 'close-shot' that gives us 
a detailed flash-back view of the sweaty faces, the garden, 
stony places, the prison and the palace. The word 'red' is 
suggestive of voilence and terror. The image of garden 
suggests the death of the fertility god in vegetation cults. 
It also reminds us of the garden of Gethsemane where Christ 
was arrested by his enemies who were seeking him with 
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torches in their hands. The word 'agony' refers to the agony 
of Christ on the Cross. After all these happenings we fade 
into the poem's present event, which is related to the 
search of Him "who . was living" "is now dead". These are 
echoes of the journey to Emmaus undertaken by two disciples 
on the day of Christ's resurrection. (Luke: XXIV, 13-31) 
Indeed, the flashback reminds us of Christ's arrest in the 
garden. His interrogation in the palace of Pilate, the Roman 
Governor and the rumour of his release and his ultimate 
crucifixion. The crucifixion concresces with the Hanged God 
of Frazer a mythical phenomenon associated with the death 
and rebirth of the spirit of Nature embodied in the 
chief-pxiHst-king-God of the tribe. The line 'we who were 
living are now dying with a little patience' reminds us of 
the words of St. Augustine who said that living men. were 
actually "dying men" because life itself was a slow death. 
Ironic layers of meaning make for great poetic intensity in 
Eliot's montage. Here: "we who were living are now dying" in 
the spiritual sense and in the Augustinian sense. We are 
journeying to Emmaus. We have an intimation of the 
possibility of his resurrection. But the dryness and the 
lack of water obviously speak of our spiritual exhaustion. 
We have now nightmarish hallucinations;'mixing up memory and 
desire' (turned into nightmare). Perhaps we have joined in 
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the Grail procession of a spiritual quest. Now in this 
night:marish vision, the montage of (1) lack of water (2) 
of the events of Annunciation, Incarnation,Crucifixion 
and Resurrection are jumbled up and they interact with 
our infernal (unreal city) situation of death-in-life. 
The whole horrible sequence of events related to crucifixion 
and its after^math is broken into fragments for the sake 
a montage-like cumulative effect. Consider the various 
interacting "shots" that produce the tensions and 
resolutions by which all arts proceed. The various 
interacting shots are close shots ' which have been 
abstracted from their irrelevant realisted framework to 
become pure forms of feeling, which are then fused 
through the "principle of condensation". to create 
c^umulative effects of growing emotional knowledge in all 
its felt intensity. 
"After the torchlight red on sweaty faces, 
After the frosty silence in the gardens 
After the agony in stony places. 
The shouting and the crying, 
Prison palace and reverberation 
Of thunder of spring distant mountains 
He who was living is now dead 
For who were living are now dying 
With a little patience, 
We cut to another close-shot wherein we see the 
disciple-turned quester climbing the mountains in 
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search of the regenerative talisman, say the Iloly-Grail. 
Their journey is a difficult one because, there is no 
water. There are rocks and the sandy road "winding above 
among the mountains". The mountains are rocky and there 
is no vster. Their sweat is dry and their feet are 
covered with sand. The caves of the mountains are 
horrible like wide-open mouths full of rotten teeth which 
image evokes the Sibyl's cave and also the mouth of Hell 
to which Christ descended after crucifixion in medieval 
iconography. Vfe mist not forget that the . mythical spiritual 
journey in search of some life-renev7ing symbol demands., 
purity of heart and a response to ones unique situation 
impelled by a combination of Eros, Agape and charis 
implying "ardour and selflessnes and self-surrender". 
It ultimately implies a meeing with the Divine in human 
terms. In. these dead mountains' mouth, there is no 
water at all. they are absolutely dry. The repetition 
of the phrase, 'if there were water' reflects the 
intense thirst of the quester. The rhythms enact the 
forms of sense experience related to exhau.stion and 
thirst 
If there were waters 
And no rock 
If t h e r e Vi7ere rock 
And also water 
And water 
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A spring 
A pool among the rock. 
If there were the sound of water only 
Not the cicada 
And dry gras singing 
But;-sound of water over a rock 
where the hermit-thrush sings in the pine trees 
Drip drop drip drop drop drop drop 
But there is no water. 
The quester-disciples now realize that there is no 
silence in the mountains as they hear the sound of 
rainless thunder. They have a hallucination and the red 
sullen faces seem to sneer and snarl at them through the 
doors of mud-cracked houses. The desert, like the 
wilderness of sinai, contains no water, nor is there any 
Moses to bring forth water from the rock. There is no 
such spiritual guide, liberator, or redeemer for the 
wilderness waste-land of the soul except oneself as we 
realize later on. Indeed the absence of water signifies 
sterility and absence of any external source of 
regeneration. The regeneration can be brought about only 
by an internal discipline of purgation-purification. The 
'Cicada' is the grasshoper of Ecclesiastes signifying the 
arrival of winter. The quester longs for even the 
illusion of dripping-water. 'The pine tree' and the 
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'hermit thrush' are paradisal symbols. The hermit 
thrush for instance reminds us of the hermit of the 
Grail legend. This hints at the possibility of 
regneration. The Hermit thrush says "Drip drop drip drop 
drop, drop drop", but this hope of regeneration is at 
once opposed by the harsh fact that' there is no 
water.' Which clinches this rhythmic pattern of 
struggle, exhaustion, longing and despair. thus the 
'Close-shots' of broken images with their broken 
cadences evoke a might - have been what the quester 
longs for and is deprived of relevant ideas and images, 
of relevent fragments of experience interact to produce 
a new pattern of intense but transparent feelings to a 
powerful visual effect. Now there is 'cut' indicated by 
an unusual gap in the printed matter that bring us to a 
question of the quester "who is the third who walks 
always beside you?" 'These lines as Eliots notes 
declare were stimulated by the account ('in South, 1919, 
by Sir Ernest Shackleton) of an Antartic expendition on 
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which the exhausted explorers were haunted by the 
delusion that there was one more person with them than 
could counted. However, the quester's vivid experience 
reminds us of a similar experience undergone by the two 
disciples of Christ on their way to Emmaus after the 
crucifixation of Christ. They, too, felt there was a 
third person walking beside them but they were unable to 
realize the identity of the third person, the third 
person was Christ himself who was resurrected after his 
martyrdom. The quester's spiritual impercepience also 
prevents him from realizing that life may come through 
death. 
The quester now sees some one wrapped in a brown 
mantle. 'Brown' is a personal symbol in Eliot and it 
hints at possible regeneration. The figure is hooded. 
It may be the resurrected Hanged Man or Christ, but 
again uncertainty besets him for the quester in as much 
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as he is unable to identify whether it is a man or a 
woman. The uncertainty of the situation of the visitant 
is identical with that of the Tiresias situation. But 
perhaps the visitant is not Christ alone. The event 
forms aninteresting parallel to a Buddhist legend in 
H.C. VJarrens' Buddhism in Translations These echoes 
create dept and complexity. 
Now there is a 'whip pan A wip-pan' usually 
produces a dynamic, relational or comparative change in 
order (a) to join different view-points of the same 
scene (b) to provide continuity of interest, (c) to 
change centres of attention (iv) and to show cause. A 
'whip-pan' turns so rapidly from one subject to the 
other that the intermediate scene becomes a brief 
streaking blur. Here the whip-panning produces a series 
of images that are seemingly disconnected but all the images 
interact to produce a comprehensive meaning through the logic of the 
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imagination. The first of these images is the "murmur of 
maternal lamentation". This reminds us of the Mary 
weeping for Christ and the women weeping for Tammuz, 
Osiris and Attis. This results in an audio montage in 
which the lamentations of the women weeping for Christ 
and for Tammuz get superimposed on the murmurs of 
maternal lamentations in the modern wasteland. 
The protagonist now sees 'hooded hordes' and 
according to the German text quoted by Eliot in his Notes 
to The Wasteland, the hooded hordes.refers to the Russian 
Revolution or the swarm of barbarian pouring from the 
North to destroy civilizations or similar upheavals in 
Eastern Europe. It gives us the picture of the ghostly 
multitfude of uprooted humanity 'the hooded hordes' 
wheeling about in an uneasy march over the arid plain 
which seems to be unending, with no goal within sight, 
but only the blue horizon visible in the distance all 
around it. It is a journey into the twilight atmosphere 
of a civilization that is on the brink of collapse, and 
decay. There is the night marish vision of the city on 
the mountain v^ hich cracks and forms and reforms itself 
before bursting down in the 'violet air'. The violet air 
brings back to our memory the earlier use of violet with 
its association of mechanical sex in the typist episode. 
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This association is here expanded into the "violet air" 
which melts into the "thin air" of Prospero's vision in 
Tempest. Along with the falling city, its towers also 
fall. This fallen city refers to all the cities and 
ultimately it gets fused with the unreal city as the word 
•lonreal' takes us back to the 'unrearcity of "The Burial of 
the Dead". But now it is more intensified through 
"condensation" by metonymy (we recall the principle of 
pars pro toto that brings about mythical concrescence). 
The word "unreal" has a more inclusive resonance. It 
encompasses all that is infernally unreal-cities, world, 
worldly persons, v;orldly things, objects of selfish 
desire and the desiring self itself. It evokes the 
contrast of the city of 'Dis' in Dante and the city of 
God in St. Augustine. Such a resonance creates new 
meaning and the image of 'unreal city' acquires a 
multitude of meanings. 
Now we get the image of a "woman drawing her long 
black hair out tight". The woman symbolizes lust and 
burning fertility, it can have significance for lust as 
well as for love. The woman plays upon her hair as upon 
the strings of a fiddle. This shows that she is neurotic. 
She takes us to the neurotic woman of 'A Game of Chess" 
"whose hair spread in fiery points." This is followed by 
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the horrible sights of "bats with baby faces who whistle 
and beat their vjings and crawl down a blackened wall". 
The towers have turned upside down. However, the horrible 
sights also reminds us of the horrors and the nightmarish 
visions including 'bats with baby faces who whistle and 
beat their wings.- and crawl down in blackened wall. "The 
towers have turned upside down". However, according to 
Eliot, some of the details of this night marish and topsy 
turvy vision were partly inspired by a painting of the 
school of Hieronymus Bosch, the 15th century Dutch 
artist. This adds to the depth and complexity of the 
piece. Moreover, the horrible sights also remind us of 
the horrors and the nightmare visions including bats 
with baby faces that assail the knight on his way to the 
chapel Perilous in medieval versions of the Holy Grail 
legend. This leads to a visual montage of shots wherein 
the horrible visions of the Holy Grail legend get 
superimposed on the horrible sights in the modern 
wasteland. We are also reminded of the death-in-life 
situation of the Sybil at Cumae hanging upside-down in a 
cage as the epigraph shows her. But the montage-
interaction of 'violet' - with baby faces - upside down 
etc. brings lust and death-in-life together along with 
the irony of the reminiscent bells - announcing some 
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inversion of the annunciation of the coming of the 
God Christ. 
We now hear the ringing of bells that forebode the 
resurrection of Christ on one hand and remind us of the 
bells rung after the success of the hero at the Chapel 
Perilous in the Holy Grail legend on the other hand. Thus 
the bells hint at the possibility of regeneration, but 
this is at once contrasted by the image of 'empty 
cisterns' and 'exhausted wells'. In the "Old Testament" 
the empty wells and cisterns would signify the drying ;;tip 
of faith and the worship of false gods. This is , made 
clear by a comparison of the words of God to his prophet 
Jeremiah with the words of Soloman to his people (cf. the 
words of God to his prophet Jeremiah: 'for my people have 
committed two evils: they have foresaken me the fountain 
of living waters, and carved themselves out .cisterns, 
broken cisterns that can hold no water' (Jermiah ii, 13) 
and the words of Soloman to his people: 'Drink water out 
of thine own cistern, and running waters out of thine own 
well' (Proverbs; V> 15). Furthermore, the voices bringing 
out of empty cistern and exhausted wells remind in of St. 
John the Baptist who prophesied the coming of Christ and 
who was imprioned in an empty cistern by King Herod. 
Thus, a 'whip-pan' produces a series of images ('empty 
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cistern, ringing bells, exhausted well') that are 
seemingly disconnected, yet they interact to create a 
comprehensive meaning to convey a sense of destruction 
and deterioration on one hand and hint at the possibility 
of regeneration on the other hand. The 'whip-pan' creates 
a sense of continuity and- sustains our interest. It 
shifts our attention rapidly from one image to the 
other. Such a quick succession of images leads to a 
powerful effects with great artistic intensity. It can be 
done with remarkable success only after recurrent symbols 
and images have accumulated a great change of special 
emotional meanings as leitmotifs in music do. 
The neurotic woman, the violet light, the bats, 
with baby faces, keeping in mind the sibyl at cumae of 
the epigraph", the reminiscent bells, the empty cistern 
and exhausted well - all interact to suggest that because 
of lust (violet light) our spiritual quest is leading us 
only to a prolongation and intensification of the more 
and more horrible death - in - life situation of the 
wasteland suggested by the situation of the sibyl 
hanging upside in a cage. They lead us not to any pet 
promise of the redemption of the wasteland, but only to 
an understanding of our infernal situation and its 
cause. This brings the poem to an open possibility. The 
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internal situation may become purgatorial, so we are left 
in the empty chapel out of which comes the voice of the 
resurrected God who speaks with the voice of thunder and 
lays down the three Injunctions of Datta Dayadhavam, and 
Damyata. 
We have a 'montage sequence^ now^. A montage 
sequence is a rapid succession of shots that together 
imply some concepts. It shows a series of related 
situations. Here the montage sequence produces many 
images in a rapid succession; they project the ruined 
chapel and its ruined surroundings. The ruined 
surrounding is projected by such images as the decayed 
whole, the faint moon-light, the grass, the tumbled 
graves and the dry bones. The last of these images (that 
of dry bones) reminds us of Ezekiel's valley of dry 
bones, that gets superimposed on the entire ruined 
setting. This echo also takes us back to the 'stony 
rubbish' of the 1st movement and we recall the vision of 
the wasteland. Such a reasonance creates a new meaning 
and the image of dry bones as well as the entire setting 
acquire a multitude of meanings. 
The Chapel reminds us of Chapel Perilous of the 
Grail legend, but ironically this chapel is empty because 
there are no worshippers. It has no window and its door 
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is swung by the wind. It is barely the wind's home: the 
dv/elling place of the Divine spirit. But the physical ruin 
of the Chapel is at once opposed by the presence of a 
cock that sits on the roof-tree and crows. The cock 
signifies the dispelling of darkness and the end of the 
night. It reminds us of the cock in Hamlet, where its 
crowing makes all ghosts and evil spirits fly back to 
the bodies in the other world. It also reminds us of the 
cock that crew vjhile Christ was being crucified. He was 
denied thrice by Peter before the crovjing of the cock, as 
Christ himself had prophesied. The crowing of the 
cock, 'Co, CO rico co co rice?) hints at the possibility 
of regeneration. The crowing of the cock is associated 
with the coming of the power of which the world often 
denies out of the v;eakness of faith. Even St. Peter 
denied it thrice when the Roman soldiers came upon him 
looking for Christ's companions while Christ himself was 
suffering his agony or passion on the cross. The 
possibility of regeneration or redemption is further 
intensified by the images of a flash of lightening 
heralding the morning and welcoming a damp gust bringing 
rain" -'and redeirptive "Light shining-in-darkness which 
darkness comprehendeth not" (The Gita). 
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The'montage sequence', thus, produces rapid 
succession of shots that leads to a superimposition of 
the physical ruin of the chapel and its surroundings on 
the posssibility of regeneration or xedemption 
established by the crowing cock, a "flash of lightening 
and a damp gust". Such a superimposition of the tV70 
opposite situations results in great poetic intensity. We 
see the mythical theme here is the possibility of the 
Resurrection of the crucified God and therefore of 
redemption through his Anunciation, Incarnation, 
Crucifixion and Resurrection seen as one and continuous 
process of birth-death-rebirth occurring in "the always 
now". The empty cisterns" and "exhausted wells" refer 
most ironically to the prophecy of St. John, the Baptist 
who was imprisoned in an empty cistern. And the voices 
coming out are voiced parodying his prophecy of the 
coming of Christ. The "Bells" are the bells that announce 
the birth of the redeemer but also the bell s that 
announce his death that leads to our redemption through 
Faith, Charity and Hope or Give, sympathize and control 
which are the three interrelated aspects of love'. Eros, 
Agape " Charis (corresponding to the Trinity of Father, 
son and Holy Ghost). This Christ - the Redeeming God -
will come again. Nay, he is always coming here and now. 
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The "reminiscent bells" and "murmurs of maternal 
lamentation" and "the voices" are only ironical 
nightmarish reminders for us who have forsaken the VJay of 
God. 
In Eliot's Tiresias consciousness particularly and 
al-so in Christianity in general, the dogmas of 
Anunciation, Incarnation, Crucifixion and Redemption are 
one continuous process in which past, present and future 
are held together in an eternal present. The Holy Grail 
symbol of the Agape aspect of love and a Talisman of 
redemptive communion because it holds His blood which He 
himself had offered men to drink. This symbol of Agape 
occupies a central place and holds together all the 
inter-related dogmas of Christianity and all the aspects of 
love. 
After a 'cut' indicated by an unusual gap in the 
printed matter emerges now the image of the Ganga. Ganges 
is a sacred river of India which reminds us of all the 
sacred mythical rivers in history and legend, but now it 
is dry as the protoganist still awaits the outcome of 
the ordeal he has been going through. The 'limp leaves' 
are also dry. However, the black clouds are seen 
gathering over Himavant another name for the sacred 
mountain of the Himalayas. They portend rain. But it has 
not rained, and rain exists only as a perpetual 
possibility. But the thunder speaks and through it the 
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voice of Prajapati slowly fades in. This reminds us of 
the Indian legend in the sacred book Brihadaranyaka 
Upanishad vol. 2. According to this legend, the threerorders of 
being; God, demons and Human beings go to Prajapati - the 
lord of creation—to request him to suggest the means to 
get rid of the draught. To each group, he speaks 'da' and 
each group gives a different interpretation of the 
cryptic syllable 'Da' in its own turn. Thus the slow 
fade-in of the voice of Prajapati leads to the forming of 
the idea of the three-fold-way of salvation that gets 
expressed in interpretations of the cryptic syllable 'Da' 
given by the three orders " of being> Eliot has changed 
the original order of beings and in The Wasteland Gods 
are followed by human beings. This makes Dyadhvam a 
central factor. It should be so because inasmuch as it 
implies sympathy, a sense of togetherness or communion. 
It is the central aspect, the Agape aspect of love, 
related on the one hand to Eros and on the other to 
Charis, Datta, Dyadhvam, Damyata, translated by Eliot as 
Give, Sympathise and control correspond to the three 
inter-related aspects of redemptive love: Eros Agap'e and 
Charis (the Greek names of the God of love which 
GenesiUsS Jones has aptly borrowed to designate the 
three inter-related aspects of love). In Christian terms 
146 
t h e y a r e F a i t h , C h a r i t y and Hope, v/hich a r e i n t e r e l a t e d and 
c o r r e s p o n d t o t h e T r i n i t y of F a t h e r , Son and Holy G h o s t . 
Without Agape , i n which a l l t h e a s p e c t s of l o v e m e e t , E ros 
w i l l t u r n t o l u s t and s e l f i s h d e s i r e and C h a r i s w i l l be 
debased i n t o i m p u l s i o n s of d a r k and demonic p o w e r . 
E l i o t h a s bor rowed t h e symbols of t h e s e t h r e e i n t e r -
r e l a t e d a s p e c t s of l o v e from t h e l a s t c a n t o s of The 
P u r g a t o r i o , i n which t h e theme of l o v e i s e x p l i c i t l y 
r e v e a l e d i n t h e g a r d e n of e a r t h l y p a r a d i s e . Fo r E r o s t h e 
symbol i s t h e g a r d e n i t s e l f ; In c h a r i s i t i s food r i t u a l or 
some i n d i c a t i o n of t o g e t h e r n e s s , sympathy and communion, i t s 
i d e a l symbol b e i n g t h e E u c h a r i s t ; f o r C h a r i s t h e r e a r e 
r u n n i n g w a t e r and t h e l i g h t - f i l l e d , mus ic f i l l e d a i r of t h e 
g a r d e n of E a r t h l y P a r a d i s e . When l o v e h a s been s e t i n o r d e r 
t h e s e symbols occur i n t h e i d e a l forms m e n t i o n e d a b o v e . But 
w i t h t h e debasement of l o v e t h e symbols a l s o g e t d e b a s e d a s 
i n E l i o t ' s p o e t r y up t o The W a s t e l a n d . The d e b a s e d E r o s i s 
symbol i zed by t h e Wast e l a n d i t s e l f ; t h e d e b a s e d Agape by 
S e l f i s h n e s s , l a c k of communion or some v a p i d food r i t u a l of 
c o f f e e or t e a ; and t h e d e b a s e d C h a r i s by smoke, f o g , f i r e , 
and d i r t y w a t e r , g u t t e r o r a l a c k of w a t e r or d r o u g h t . Out 
of t h e Chapel P e r i l o u s t h e r i s e n God s p e a k s w i t h t h e v o i c e 
of t h u n d e r . 
The Thunder s a y s ' D a ' eve ry t i m e . But i t i s u n d e r -
stood different ly by different orders of beings, gods, - demons and 
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men. This is what the myth of Thunder in the Brihadanayaka 
Upanishda tells us. According to the myth gods, demons ,-. and 
men, in this order, come to Prajapati and ask him what the 
Thunder says. Though it says. Da_ every time, the gods are 
told it says: DATTA which means GIVE. The men are tole it 
says DYADHAVAM which means SYMPATHISE. The demons . are told 
it says: DAMYATA which means CONTROL. This is the order in 
which Eliot has put the three injunctions of the Thunder. 
He has put DYADHAVAM-said to men- in the middle. Perhaps 
the reason for this change of order of the injunctions and 
of the episodes in that Eliot wants to put DYADHAVAM or 
SYMPATHISE in the middle. It implies Agape and Agape is the 
central aspect of love, in which the other two aspects of 
love, Eros and Agape, meet. The injunction of DYADHAVAM is 
given to human beings, becaue Agape, i.e. Sympathy, 
cheritable love or sense of togetherness is the very essence 
of humanity. Sympathy or consideration for others through 
affirmation of their individual marks the selfless society 
of Dante's Purgatory, which works out the process of 
purification and ordering of loves. The Three Injunction of 
the Thunder: GIVE, SYMPATHISE and CONTROL '-^ which means 
allow your heart to be controlled by the divine power of 
Grace— imply an ordering of love. 0 Thou who lovest me, 
set thy love in order ' says Christ in the Bible. And 
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towards the end of The VJaste Land Ti resias-Fi sher King asks 
the question: "Shall I all least set my lands in order?" He 
can by learning lesson of purgation and ordering of loves 
through these fragments he has shored against his reins: 
DATTA, DYADHAVAM, DAMYATA. He can attain the redemption or 
regeneration of the waste land of his soul if he complies 
with the three Injunctions of the Thunder, and thus he can 
attain SHANTIH OR THE "Peace that passeth understanding." V/e 
have existed only by sex and not by love, that is the only 
"giving" we know of. We know of mere lustful Eros, which is 
not "giving" but "taking". Here the line 'my friend, blood 
shaking my heart ironically reminds us of the words of Dante 
on meeting Beatrice first in the Vita Nouva and then in 
Purgat ori o. Dante's experience is not merely erotic it is 
impelled by the combined power of Eros, Agape and Charis, 
and therefore by "ardour and selfishness and self-
surrender" as Eliot puts it in Four Quarters. The Waste-
landers, on the other hand, have merely surrendered them-
selves to mere erotic pleasures and their surrender is not 
"ardour selfishness and self-surrender of love, but merely a 
sexual surrender, "an age of prudence can never retract" by 
this alone we, wastelanders, have existed and 
this sexual surrender of a moment is not to be found. 
This idea of a surrender to loveless sex and lust gets 
intensified by an echo from Webster. The line 'Or in 
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memories draped by the beneficent spider' reminds us of the 
words of Flamineo in The White Devil(V, Vi) warning aginst 
the inconstancy of women: 
That lye upon your dath-beds, and are haunted 
With howling wives, neere trust them, they'le 
remarry 
Ere the worme peirce your winding sheete: ere the 
spider 
Make a thine curtaine for your Epitaphes. 
It is again the voice the thunder saying Da and on -being 
questioned tha Prajapati explains it as Dyadhavam Eliot has 
tranlated the work, 'Dayadhavam' as sympathise. 'Dayadhavam' 
requires a complete death of ego, but the wastelanders are 
far from this regenerative death. Here the line 'I have 
heard that key' reminds us of the words of UgoHno who was 
extremely egotistic. Ugolino figures in Dante's Inferno 
XXXiii, 46. He recalls his imprisonment in a tower with his 
two sons and two grandsons, where they starved to death 'and 
below I heard the door of the horrible tower being locked 
up. This results in a visual montage of shots inwhich the 
Ugolino's situation gets superimposed on the situation of 
the Wastelander who have locked themselves up in their own 
ego. Thus the echo from Dante defines the ego of 
Wastelanders. Each of them is confined to the prison of its 
own self and it is only at night when our mortal self is 
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a s l e e p t h a t we h e a r t h e ' a e t h e r e a l r u m o u r s ' . Thus we l e a v e 
our ego only f o r a s h o r t t i m e l i k e ' C o r i o l a n u s ' whose d e a t h 
was b r o u g h t abou t by h i s p r i d e and e g o . T h i s l i n e r e f e r s t o 
S h a k e s p e a r e ' s C o r i o l a n u s of Act V scene v i . Sympathy i s 
r e v i v e d i n him a s h i s mo the r e n t r e a t s him t o s p a r e t h e s e i g e 
of Rome. But l a t e r on h i s egoism w e l l s up a g a i n v/hen 
A u f i d i u s c a l l s him "Boy" . He i s i m m e d i a t e l y s t a b b e d t o 
d e a t h t o by A u f i d i u s and h i s compan ions . 
The Thunder a g a i n s ays Da. T h i s i s f o l l owed by 
P r a j a p a t i ' s a n s w e r : DAMYATA. E l i o t ' s own t r a n s l a t i o n of t h e 
word 'Damyata ' i s c o n t r o l . The 'Demons s t a n d f o r t h e h idden 
ene rgy w i t h i n and w i t h o u t human n a t u r e . t h e Demons need 
CONTROL. They must l e t t h e i r h e a r t s b e a t u n d e r t h e c o n t r o l 
of D i v i n e G r a c e . CONTROL r e f e r s t o CHARI5, t h a t a s p e c t of 
l o v e i n which t h e l o v e r f e e l s D i v i n e Grace d i r e c t l y t o u c h i n g 
h i s h e a r t l i k e a b o a t r e s p o n d i n g g a i l y t o hands e x p e r t w i t h 
s a i l and a r e . The m i d d l e - d i s t a n c e sho t of such a boa t 
merges w i t h t h a t of a b e a t i n g h e a r t , b e a t i n g o b e d i e n t t o t h e 
c o n t r o l l i n g hands of God, t h e Wounded su rgeon of Burnt 
Nort on . But p e r h a p s we a r e no t meant t o v i s u a l i z e a l l t h i s , 
a s we s h a l l d i s c u s s i t i n t h e p l a c e we s h o u l d . 
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After a 'cut' indicated by an unusual gap in the 
printed matter, we now get a 'Whip-pan' that produces a 
series of images in a quick Piecession. The first image is 
that of a sea-shore where the protogonist is once again seen 
He is confronted, with the inductability of death in the 
image of London Bridge falling down once again this fear in 
a handful of dust. That is the only deliverance. It can 
make a hill of his situation through death-in-life, or it 
can make a purgatory of his situation through life-in-death. 
It all depends on having not having ordered love. 'Fishing' 
is a fertility symbol and for this reason it is associated 
« with the fisher king. The arid plan where the fisher king 
Tirejsias protogonist is fishing in The Waste Land in the 
literal, allegorical and anagogic sense. 
Now there is an echo from the Bible and the line 
'Shall I atleast set my lands in order' reminds us of the 
words of the prophetlsiah to king Wezekiah a sick man v^ hose 
kingdom lie waste under Assyrian conquest: Thus saith the 
Lord, "set thine house in order: for thou shalt die, and not 
live" ( isiah, XXViii, I) VJezekiah prays for mercy and he 
gets regenerated. The line 'Shall I set my land in order' 
also reminds us of Christ's words: "0 thou lovest me, set 
thy love in order." This echo establishes a hope of regenera-
tion if the quester is able to set his lands in order. 
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t h r o u g h a p u r g a t o r i a l d i s c i p l i n e . The q u e s t e r , t h e f i s h e r -
k i n g , t h e redeemer a r e a l l fused i n one p r o t a g o n i s t who i s 
T i r e s i a s . What he o b s e r v e s a r e t h e p a s t and p r e s e n t e v e n t s 
of h i s own c o m p o s i t e , h i s t o r i c a l c o n s c i o u s n e s s . His domains 
a r e s t r i c k e n and he s e e s London b r i d g e f a l l i n g down. London 
B r i d g e s y m b o l i c a l l y r e f e r s t o t h e b r i d g e t o s a l v a t i o n a t t h e 
G r a i l c a s t l e . But London b r i d g e i s a l s o t h e symbol of modern 
c i v i l i z a t i o n - - w h i c h i s c e r t a i n l y a b r i d g e be tween t h e p a s t 
and t h e f u t u r e c i v i l i z a t i o n of h u m a n i t y . Again London 
b r i d g e t a k e s u s back t o t h e f i r s t movement and we r e c a l l t h e 
crowd f l o w i n g over London B r i d g e , " t o o many", a s we o v e r h e a r d 
D a n t e ' s comment on t h e s o u l s of t h e dead by t h e r i v e r 
Acheron i n H e l l . These g i v e t o London B r i d g e a m u l t i t u d e of 
m e a n i n g s . 'London b r i d g e ' h e r e a l s o r eminds u s of t h e f o l k 
song "London B r i d g e " and t h e game d r a m a t i z i n g i t . Which i s 
s a i d t o be r e m i n i s c e n t of t h e p r i m i t i v e r i t e of t h e 
f o u n d a t i o n s a c r i f i c e - of t h e s l a u g h t e r of a v i c t i m t o o v e r t 
e v i l from a newly b u i l t b r i d g e or o t h e r s t r u c t u r e . The 
s c a p e goa t i s r e p r e s e n t e d i n t h e song by t h e p r i s o n e r b e h i n d 
t h e s t o n e s : "Take t h e key and l o c k him u p , look him u p , l ock 
him u p / Take t h e key and l o c k him up my f a i r l a d y / " 
L i k e t h e v i c t i m i n t h e f o l k - s o n g t h e p r o t a g o n i s t h a s 
l o c k e d h i m s e l f up i n a tower of morbid e n s l a v e m e n t . 
However, t h e hope i s not y e t e x h a u s t e d a l t o g e t h e r and t h e 
p r o t a g o n i s t may a c h i e v e r e d e m p t i o n i f he o p t s fo r u n d e r g o -
i n g a p u r g a t o r i a l d i s c i p l i n e which h a s been o u t l i n e d by t h e 
t h r e e I n j u n c t i o n s of t h e T h u n d e r . T h i s i d e a i s r e i n f o r c e d 
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by an echo from Dante. (Purgatorio XXvi, 145-48) as Dante 
climbs the mountain of Purgatory, and reaches the last 
cornice which is a circle of fire. He is addressed by Arnaut 
Daniel" And so I pray you, by that virtue which leads you 
to the topmost of the star— be mindful in due time of my 
pain. Then dived he back into that fire which refines them" 
Commenting on these lines Eliot says, 'The Souls in 
purgatory suffer because they wish to suffer, for 
purgation... in their suffering is hope." It is such a 
-Wilful suffering that can purify the protagonist set his 
loves in order and lead him to regeneration. The echo from 
Dante, thus, evokes a religious perspective and intensifies 
the emotional ambivalence of the poem by making us perceive 
more than one, and even contradictory feelings in the poet's 
montage like symbolic pattern. Thus the feelings of torment 
and painful suffering is combined with a sense of satisfac-
tion at making a wilful choice to undergo this torment for 
the sake of self-purification and purgation from sinful 
desires. Along with these feelings there is a sense of 
fellowship and camarederie and a sense of good cheer and 
hope for happiness as the speaker jumps into the circle of 
the refining fire. The listener is mindful of his pain and 
of the pain he himself will suffer, while he too hopes for 
coming into happiness. 
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Now there is an echo from an anonymous latin poem, 
'Pervigilium Veneris' (The vigil of Venus), 'When shall I be 
like Swallow? In this poem Philomela-nightingale who is 
supposed to • aing of adulterous wrong "laments over 
the sadness of her. own song and asks when she shall be like 
her sister Procne-Swallow who is always singing acheerful 
song. 
The words '0 swallow, swallow' also remind us of the 
opening of the Prince's song in section IV of Tennyson's The 
Princess. There the protagonist appeals to the bird to be 
the messa(?es of his love. There echoes advance the idea of 
regeneration through fiurgatorial suffering. This idea is 
further advanced by an echo from Gerard de Nerval's sonnet 
'El Desdichado' (The Disinherited): The Prince of 
Aquitaine, of the ruined tower' The protagonist here refers 
to himself as the disinherited Prince, heir to the tradition 
of the France troubadour poets who were associated with the 
castle of Aquitaine in Southern France. The ruined tower 
stands for the ruined chapel and it refers to purgatory. 
Thus the echo from Gerard de Nerval results in further 
depth and complexity. 
This is followed by a fragment from Kyd's Spanish 
Tragedy (Act IV scene 1, line 69), The words 'Why then lie 
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fit you' remind us of Hieronymo's scheme" to kill the 
murderers of his son. While they enact a play for the 
entertainment of the viceroy, Balthazar and Forenzo, the 
murderers, have asked him to help them, he promises to fit 
into their plans, while intending to make them fit into his 
own scheme of taking revenge upon them. The words 
'Hieronymo's mad againe' echo the Sub-title of the Spanish 
Tragedy in the quarto of 1615. Heironymo plays the role of a 
mad man and while he is feigning madness on the stage he 
kills the murderers of his son and then bites out his tongue 
But Hieronymo, besides serving for an allusion to Philomel, 
corresponds to 'Tiresias in an another way. He is a 
possessed man or seemingly a mad man but he is a blind 
prophet or seen who overseas the destinies of the other 
characters and who must, like an ancient prophet, be 
"possesed" in order to do so. This leads to a 'collage' and 
Hieronymo now melts into Tiresias. Thus, the seeming 
fragments that Tiresias has shored against his own ruins are 
like incoherent fragments of a madman's speech. But they 
are united artistically by the logic of imagination and a 
conscious structural control through mythical method which 
has its analogues in cinematography. He is the more 
conscious individual and he is therefore grieved like 
Hieronymo on account of what man has made of man: just a 
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living corpse that can be planted in the garden. So, like 
^ieronymo the poet-protagonist sends his fellowmen that from 
his society to sure death. It may be. hell, doranation and 
death-in-life for them because they are without right and 
ordered love, or it may be purgatory, wilful suffering and 
death-in-love implying life-in-death because they go for 
right and ordered love. The poet sends us, his fellowmen to 
their ineluctable death and takes his revenge on them 
through fitting them in the scheme of his poem — "Why then 
I'll fit you"-- and ends up by figuratively biting out his 
tongue while pronouncing Shantih,Shantih,Shantih. It is for 
them to make a hell or purgatory of their situation. He take 
his revenge on all those who thought he was obscure or mad 
to say what he does. All of them must evilfully undergo 
purgatorial, painful suffering of learning his special 
language. This is what he has himself said: 
"If you complain that a poet is obscure, and 
apparently ignoring you, the reader, or that he is 
speaking only to limited circle of initiates from 
which you are excluded — remember that what he may 
have been trying to do, was to put something into 
words which could not be said in any other way, and 
therefore in a language which may be worth the 
trouble of learning." 
[On Poetry and Poet (1957) pp.101-102.J 
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Dayadhavam and Damyata sugges t t h e t h r e e - f o l d way of 
r e d e m p t i o n t h r o u g h l o v e . The u l t i m a t e s t a t e t h a t i s t h e 
outcome of t h i s r e d e m p t i o n i s e x p r e s s e d i n t h e l a s t l i n e of 
t h e poem ' S h a n t i h , S h a n t i h , s h a n t i h , E l i o t h a s t r a n s l a t e d 
t h e word ' S h a n t i h a s ' P e a c e t h a t P a s s e t h u n d e r s t a n d i n g . ' 
E l i o t ' s i n t e r p r e t a t i o n of t h e word ' S h a n t i h ' d e r i v e s from 
t h e words of P a u l , t o t h e e a r l y C h r i s t i a n s : 'And t h e p e a c e 
of God, which p a s s e t h a l l u n d e r s t a n d i n g s h a l l keep your 
h e a r t s and minds t h r o u g h C h r i s t J e s u s ' ( P h i l i p p i a n s i v , 7 ) . 
Moreover such a r e p e t i t i o n of t h e word ' S h a n t i h ' e choes t h e 
formal e n d i n g t o t h e U p a n i s h a d s , t h e p o e t i c d i a l o g u e s and 
commentary t h a t f o l l o w s t h e Vedas , t h e a n c i e n t Hindu 
S c r i p t u r e . The word ' S h a n t i h ' , which i s an U n - E n g l i s h v/ord, 
r e f e r s t o a whole concep t and t h e r e f o r e i t may s e r v e t o 
e n r i c h t h e E n g l i s h l a n g u a g e i f i t d o e s not p a s s E n g l i s h 
u n d e r s t a n d i n g . I r o n i c a l l y i t i m p l i e s H i e r o n y m o - E l i o t ' s 
mean ing fu l s i l e n c e a f t e r b i t i n g out h i s t ongue - - h i s 
E n g l i s h s p e a k i n g t o n g u e . Well t h i s i s t h e r evenge he t a k e s 
on a l l E n g l i s h s p e a k i n g p e o p l e . I t i s b e c a u s e he f i n d s then 
l a n g u a g e a "shabby equ ipment" f o r t h e " r a i d on t h e 
i n a r t i c u l a t e " v /h i le t h e t r u t h i s t h a t he i s not a s g r e a t a 
m a s t e r of " C o n d e n s a t i o n " a s S h a k e s p e a r e i s - - or even a s 
Yea t s i s . As an a r i t s t E l i o t i s g r e a t , bu t no t t h a t g r e a t . 
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The 'whip-pan' thus produces a dynamic and relational 
change from one image to another as it helps us visualize 
vividly not only the concrete images like the sea shore or 
'the falling London-Bridge, but also the abstract echoes. 
We, for instance, visualize the cleansing fire of Dante's 
Purgatorio, the swallow and the ruined tower. Each image 
folljDws the other in a quick succession of shots so that our 
attention keeps on shifting from one image to the other. 
This sustains our interest on the one hand and creates a 
sense of continuity on the other. Such a whip-pan 
therefore, leads to powerful visual effect. It can be done 
with artistic success only towards the end of the poem, 
after the poet's recurrent symbols and image have already 
acquired a cumulative change of meaning.VAien various shots came 
together, when the piece begin to fall in place, ';he 
momentum can pick up. In cinematography too tempo or speed 
is increased towards the end with artistic success. As an 
artist Eliot is great enough to do this sort of things 
towards the end of The Waste Land. 
CHAPTER 
L A W S 
In common parlance, myth is the story of some gods 
and goddesses. But we would like to see myth as the basic 
and universal shaping pattern of human experience. This is 
how Ernest Cassirer sees it. In other words, myth is the 
basic symbolic form of human experience. 
In this connection, we have to take note of • the 
following features of myth; 
(i) .Myth is the form of feeling and, therefore, it is 
'': related to art and dream v;hich are also forms of 
feeling. 
(ii) Myth, dream and art — all three are concerned with 
immediate experience. 
(iii) The patterns of feeling that a myth embodies are 
universal. In this respect, too, it is related to art 
and dream which embody some universal patterns of 
feeling. But I would hasten to add that dreams have a 
comparatively narrow scope because they are related to 
the unconscious life of a particular individual, 
whereas myth and art are related to the conscious and 
unconscious life of not only an individual but also of 
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the whole human-race. 
Since myth is the basic shaping pattern of human 
experience, it involves a tremendous comprehensiveness. It 
evokes significances which are religious, linguistic, 
historical, social, artistic and scientific. A considera-
tion of any myth will make the meaning clear. The Tammuz 
myth, for example, is a fairy tale. "It suggests the 
religious rites of renev;al not unlike christian baptism..., 
it is the type for an historical phenomenon which has 
occured in various forms in various cultures. In 
Christianity it has taken the form of death and resiurrection 
of the Lord.... It also occurs in scientific thinking, in 
Biology and Numbers itself." It has association with 
language and therefore it has linguistic dimension. Since 
"it is irrevocably bound to the concrete and sensuous..., 
it also evokes a whole history of artistic endeavours 
ranging from the most primitive runes to the Georgics and 
Botticelli's Primavera and Stravinsky's The Rite of Spring. 
It is obvious that since art aspires to be universal 
and comprehensive, it tends to make use of myth. Almost all 
great poetry embodies some mythical themes. The myth of 
death and rebirth, for example, is drawn on by Homer's 
'Odyssey', Dante's Divine Comedy, Shakespeare's last plays, 
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Coleridge's The Ancient Mariner and Eliot's The Waste Land 
T.S. Eliot makes use of myth more consciously and as a 
device to control the structure of his poems. 
When Eliot arrived on the scene, a change In 
sensibility had already occured. Narrative poetry lost its 
evocative appeal. There was no common belief that the poet 
may evoke. Religious beliefs which the poet evoked earlier 
had already lost their power. In fact, a man of genius was 
needed to invent a new poetic idiom and a new technique for 
the new sensibility. T.S. Eliot was that man of genius. He 
made use of the mythical method which was already being used 
by James Joyce in fiction. In a review of Joyce's Ulysses, 
Eliot makes the following observations: 
"In using myth, in manipulating a continuous parallel 
between contemporaneity and antiquity, Mr. Joyce is pursuing 
a method which others must pursue after him.... It is 
simply a way of controlling, or ordering, of giving a shape, 
and a significance to the immense panorama of futil ity and 
anarchy which is contemporary history.... Psychology (such 
as it is, and whether our reaction to it be comic or 
serious) ethnology and 'The Golden Bough' have concerned to 
make possible what was Impossible even a few years ago. 
Instead of narrative method, we may now use the mythical method. 
1. Genesius Jones: Approach To The Purpose, A Study of the 
poetry of T.S. Eliot, "The Perspective of Myth" (London, 
p.290). 
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It may be added that the poet who makes use of 
mythical method is not helplessly dominated by myth like 
primitive man. Rather he stands outside it and contemplates 
it as a form of thought and feeling. 
Earnest Cassirer has made some very significant 
discovery about the morphology of myth. He has discovered 
the law of mythical formulation. He calls it "the law of 
the concrescence or co-incidence of the members of a 
relation." For the mythical consciousness, all reality is 
smelt down into concrete unifying images... Things which 
come into contact with one-another in a mythical sense 
acquire... a substantial unity." Thus, the part becomes 
the whole. For example, the whole man is contained in his 
cut-off hair, or impaired nails or even his shadow or foot-
print. The lightening and the river are both snakes Eliot 
himself has spoken of a succession of images and ideas each 
fusing with the next and fashioned by what he calls the 
"logic of the imagination" rather than by a "logic of 
concepts" 
The significance of mythical formulation is always 
packed with an ever-widening significance that stretches 
across space and time. It has, therefore, 
2. Ernst Cassirer. The Philosophy of Symbolic Forms II 
pp. 62-63. 
3. Preface to Anabasis (1930) p.8. 
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the characteristics of over-determination and condensation. 
It "fills the consciousness in such a way that nothing else 
can exist beside and apart from it. The ego is spending all 
its energy in this single object, and lives in it, looses 
itself in it." The object becomes presentable with an 
intensive compression, vjith a focussing of all forces on a 
single point is always a matter of immediate experience. 
Dream belongs to the unconscious life and in this 
respect it differs from myth and art. But "the fundamental 
laws of dream which were first systematically studied by 
Frued, turn out to be the same laws that Cassirer postulated 
for mythic consciousness," observes Susane K. Langer. They 
are termed as the principles of (1) Presentability (2) Over-
determination (3) and Condensation. These inter-related 
principles govern dreams, mythical forms and all art forms--
including forms of poetic art and film. Let us now consider 
them in the light of Susanne K. Langer's comments: 
(i) Presentability or Exhibitability: The product of 
imagination is a qualitative direct datum of concrete 
and immediate experience and its emotional import is 
perceived just as directly. Hence associated meanings 
are not, as many aestheticians assume, a part of the 
import of poetry; they serve only to expand, extend or 
4. Earnest Cassifejr Language And ^^ yth; transj Susw,Kn£ K. 
Langer. (London, 1946, pp.23 ff). 
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enhance the symbol depends on the tacit extension of 
certain associations, the symbol may simply fail. 
T.S. Eliot sometimes counts on associations that 
normally fail to occur. Footnotes only explain what 
happened in the "writing, but produce no direct imagi-
native association for the reader. 
(ii) Over-determination: This is Freud's term for the 
principle emotional ambivalence. It means that the 
same artistic form may have more than one emotional 
import. It is so because emotional opposites — joy 
and grief, desire and fear, and so forth — are often 
very similar in their dynamic structure, and are 
reminiscent of each other. The artistic form of 
Eliot's The VJaste Land evokes a vast spectrum of 
emotional ambivalence— from spiritual dullness^, sense 
of death-in-life and futility to fear of painful 
renewal to sense of sterility, to lustful burning, to 
death which may become purgatorial, to the ending of 
the nightmarish vision in the hope of renewal through 
follovjing the injunctions of the Thunder and finally 
to the possibility of "peace that passeth understan-
ding." Furthermore, Eliot's emotional ambivalence 
reverberates in a mythical structure with religious, 
historical, linguistic, artistic and scientific 
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tensions. It gives complexity and depth to the 
emotionally ambivalent sensuous forms of his poetry. 
The parallels and contrasts he evokes also give to his 
poetry ironic dimensions by a simultaneous evocation 
of the momentous and the trivial, of the boredom and 
horror and glory. 
(iii) Condensation The principle of condensation is related 
to overdetermination or emotional ambivalence. But 
essentially it means the shaping, ordering and the 
fusion of the forms themselves by intersection, 
contraction, elision, suppression, punning, metonymy 
and many other devices to produce effects of intensity. 
Eliot's own special device of condensation, which 
partakes of all artistic devices, is mythical 
concrescence of various forms from various areas of 
human experience in space and time. Thus the 
"fishmen" that lounge at noon by like the Fisher king, 
have an occupation of fertility. Fish has been 
associated with fertility cults down the ages. It has 
been an important symbol of Agape, and is still eaten 
on Fridays. In this respect the word fishmen "reminds 
us not only of the Fisher King and of fishermen 
engaged in a hazardous but sacred occupation, but of 
Christ — the Magnus Martyr or "Great Martyr" — and 
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of the Buddha who have visualized themselves as the 
fishers of men, taking them out from the sea of the 
world or samsara into the state of transcendental 
redemption or nirvana which promises "the splendour of 
Ionian white and gold". The noon where the "fishmen" 
lounge by the Church of Magnus Martyr gives a hint of 
paradisal noon and therefore, a promise of 
Transcendental renewal. But Eliot does not say 
"fishermen, he says "fishmen". This brings about a 
fusion of "fishermen", "fish" and "men" in a mythical 
concrescence. The men are not only redeemers like the 
god-men of Christianity and Mahayana Buddhism, they 
are also the redeemed ones — "men" like Peter and the 
disciples of the Buddha who are capable of being 
fished out from the sea of samsara into the state 
transcendental redemption or nirvana. Like Phlebas 
they are capable of undergoing a purgatorial cycling 
and entering the whirlpool and hence into the state of 
transcendental redemption. We are also reminded of 
Yeats's dolphins from Byzantium. Eliot's word 
"fishmen", occuring as it does in its right place to 
form a right pattern, amounts to the invention of a 
new language. Thus Eliot's articulation calls forth 
"fishmen" cutting across space and time from various 
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areas of human activity — like myth, religion, 
history, language, art, legend and folklore — and 
fuses their form with the form of modern "fishmen". 
Dream, myth and art are forms of feelings, but since 
a dream belongs exclusively to the unconscious life. We 
must bear in mind that it knows nothing of conscious 
imaginative organisation, invention, judgement, trial and 
rejection and long contemplation that operate in the case of 
a work of art. Secondly, the symbols of dream are private 
and their full significance can be determined only in 
relation to the private unconscious life of the dreamer. 
Though they have some general features V7hich are universal 
on account of the universality of human-nature. In the same 
v;ay, feelings embodied in a dream remain personal. The 
symbols of a dream do not have the power of invoking 
corresponding feelings in others as the symbols of art have. 
The mode of cinema has a close affinity with that of 
the dream. This has been observed by Susane Langer in Form 
and Feeling. The dream makes the primary illusion of 
virtual history and in its own mode. It gives us a virtual 
present and an order of direct apparition and therefore, it 
has a very realistic illusion, very realistic life-likeness 
with the dreamer alv\7ays at its centre. His relation is 
equi-distance from all events. The film is governed by 
4. Susane K. Langer, Feeling and Form (London, p.241 ff) 
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The film is governed by conceived feeling, not dictated by 
actual emotional pressure. It is a kind of poetic-
composition-organic and unified. The dreamer or beholder 
'sees' with the camera. Photographic shots are the 
• structural elements of film. They combine into'^ images which 
are objectively unpresentable. The whole is governed by a 
unifying image; the commanding form and it is this (not the 
artistic emotions) that is to be evoked in the mind of 
beholder. The film is virtual experience, a dream reality. 
Like dream, it enthralls and mingles all senses, all kinds 
of material. It needs often convergent means to create the 
continuity of emotion which holds it together, while its 
vision roams through space and time. Narrative, not drama 
lends itself to film easily. For Narrative has en frame-work 
of fixed space. In a dream, events are not oriented in any 
total space. So they are in a film. It's space comes and 
goes. Films are our thoughts and feelings made visible and 
audible. They are concerned with a virtual present and 
endless now. 
Yet a film differs from dream in many respects. A 
dream is purely an unconsctous affair. The dreamer is 
inside it. He is not conscious of any other v^ 7orld except 
the dream-\v7orld, but cinema is a matter of conscious, 
artistic organisation which can be good or bad. A spectator 
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is outside it; he can get himself involved into it and can 
identify himself with any of the characters. But at the 
same time, he can be conscious of real life world in which 
he is living, 
It is easy to say that art can draw all myths with 
which it has some structural resemblances. It can also 
imitate dream for the same reason. Eliot makes a conscious 
use of mythical method for controlling the structure of his 
poem. This •makes his poetic-formulaion analogous to dream 
and cinematography. 
In Prufrock, Eliot speaks of a "magic lantern" 
throwing "the nerves in patterns on a screen." His poems 
seem to be the projections of "the thousand sordid images/ 
Of which your soul v;as constituted." The poem apparently 
looks like "a heap of broken images." But these fragments 
are united by a mythical theme into an organic poetic 
structure. The mythical method works like cinematographic 
montage uniting different shots. Different personages from 
different localities of time and space are united. The past 
unites with the present, facts unites with fiction and 
different aspects of human-experience unite in concrete 
formulation of the poet, so as to make it viberate at once 
with religious, socio-historical, linguistic, artistic and 
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scientific meaning and the whole concrete formulation 
appears like a dream. Eliot's method resembles the cinema-
tographic methods and he seems to be using not merely a 
magic lantern'5 but a film projector. 
We know that Eliot was influenced by researches^ 
anthropologies and primitive cultures. VJe know that he v;as 
very well av^ are of the works of Wundt Cordrington, Levy^ 
Bruhl, Durkhien, James Frazer and Jessie. L. Weston. But 
was he not influenced by cinema, by the silent films that 
have been developed and perfected in the first quarter of 
the tvjentieth century? He was. But no evidences are needed 
to prove it. 
CHAPTER 6 
CONCLUSION 
The Wasteland is an organised work of art. 
Though seemingly it appears to be fragmentary. At a 
first reading it looks like a dream. The laws of dream 
formulation as discovered by Freud are the same laws 
that Cassirer discovered as the laws of mythical 
formulation. They are the fundamental laws of 
imagination and they are also the laws of artistic 
formulation, as Susanne. K. Langer has rightly observed 
in Feeling and Form. These laws are - Presentability, 
Over determination and Condensation. 
Since the same laws govern mythical dream and 
artistic formulations - including poetic art and film 
art - and since the mode of film art is that of a 
virtual dream, while the mode of poetic art is virtual 
memory and the mode, or illusion, created by, all 
literary art is virtual history - one which is entirely 
experienced - is but natural that the poetic form of T.S 
Eliot which are consciously controlled by myth, should 
be analogous to dream formulation and film art 
formulation. 
1. Feeling and Form, op. cit., p 241 ff. 
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In our study we have observed that The Wasteland, 
which has been consciously formulated according to the 
structure of myth also has anlogues of dream formulation 
and film-art formulation, though it has its peculiar 
dissimilarity to dream and film in asmuchas poetry is 
not dream and it is not film either. 
As we have seen The Wasteland, for example, is 
not a junk heap of fragments but an organically united 
art form whereas a dream is fragmentary. Moreover, 
unlike a dream The Wasteland makes for a universal 
appeal. As it stirs up memory and desires it evokes the 
past, with all its parallels and contrasts and makes it 
a directly and concretely experienced present. The poem 
projects itself as an eternal present through a mythical 
concrescence in Tiresias consciousness which is the 
substance of the poem itself. Thus in The VJasteland all 
places become one place and all persons become one 
person. The poem, therefore, transcends the limits of 
time and space and gives us an illusion of permanence, 
while most of the dreams fade-away. 
The Wasteland, therefore, should not be treated 
as a dream and though it is somewhat anologous to 
cinema, yet it is not a film either for after all poetry 
is not and should not be cinema which is too realistic 
to allow the focal relevance or the ambiguity that is 
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desirable for poetic formulation. Hence "poetic montage" 
is anologous, and yet essentially dissimilar, to 
cinematographic montage. If poetic images come close to 
cinematographic shots they will be too dissimilar to 
interact with one-another in montage-fashion. Symbolic 
delimitation will not be possible. New patterns of 
connotations will not be created. If cinematographic 
shots come close to the ambiguity of poetry they will be 
too vague and vacant to interact with one-another in 
montage-fashion. Again symbolic delimitation will not be 
possible. The interacting chunks of experience should 
have the relevant precision and ambiguity according to 
the mode of a particular art. They must have the 
relevant similitude and dissimilitude according to the 
mode of that art. This principle of symbolic 
delimitation by montage-like interaction of ideas and 
images in poetry is realized through a study of the 
2 
formulations of the French Symbolists. Eliot was 
consciously influenced by the French Symbolists in 
respect of technique and he learnt his lesson of 
artistic formulation by studying their examples of the 
Symbolic delimitation of new patterns of connotations. 
2. Genesius Jones: The Approach to the Purpose (London, 
1964, p. 30 ff). 
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Eliot was a very conscious poetic ' artist and 
though his poetry seems comparatively closer to 
cinematography, he usually puts poetry in its right 
place and maintains the right distance between it and 
cinematography. For the same reason he assimilated the 
right influence of Imagisra to rectify the balance in the 
face of the poetically dilute narrative verse of the 
Georgians, but he never went to the extreme of trying to 
juxtapose realistic (let us say cinematographic) images 
without unifying them by any ideational statement of 
value and thus ending up with a meaningless junk of 
images. Eliot never went to that Imagistic extreme for 
he could intuit that genuine poetry is not created at 
that extreme. It can be created without realistic images 
by creating a rhythmic pattern of emotionally charged 
ideas which has the virtual pressure of thought process. 
But realistic images alone in the absence of ideas and 
feeling cannot create poetry. Even in cinema two 
naturally realistic images donot interact by way of 
montage. It is because they have a fixed realistic frame 
work with its multitude of realistic aspects that, are 
irrelevant for the purpose of creating an art-form. The 
film-maker (artist) would therefore extract the proper 
art forms with relevant realistic precision and 
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ambiguity. He would Obfuscate many irrelevant realistic 
aspects by for example. Zooming on the object and 
obtaining a close-up which is shorn of many realistic 
aspects of foreground and background. He would make 
one shot comparatively less precise and the other more 
precise, the two being similar and yet dissimilar very 
much like a poet combining less precise and more precise 
forms of experience to create by symbolic delimitation a 
new pattern of emotional knowledge. 
Eliot's poetry cannot and should not be as 
realistic as is the cinema. And even in places where 
Eliot seems to be giving a sequence of "realistic" 
images, he is always very artfully bringing in ideas, 
feelings and values through allusions. Thus, for 
example, in the "realistic" description of the boudoir 
of the neurotic lady he has allusions to Shakespeare's 
Cleopatra, for example, which bring in ideas of feeling 
and value. The idea and the image combine to produce 
"concrete universal" of "thought-in-sense" which is what 
the sensuous forms of art amount to. 
Thus our study of the cinematographic analogues 
in The Wasteland leads to the following inferences :-
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Firstly, as we have said above, The Wasteland is 
an organic whole. The entire poem is enacted in the 
consciousness of Tiresias who is a symbol of historical, 
mythical, religious and artistic consciousness of man. 
All the figures Pf the poem melt into Tiresias and the 
background myth serves as a means of organic unity. 
Therefore, the poem, that seemingly appears to be 
fragmentary, becomes an organic whole. 
Secondly, it is not obscure. On the contrary it 
carves out a precise pattern of hitherto unexpressed 
connotative meaning by inventing a special language to 
express them. This new pattern of a-logical connotative 
meaning is a new form or pattern of emotional knowledge 
created and discovered in and through the symbolic form 
of the special language invented by Eliot. This special 
language is a particular pattern of words, which 
composes a particular sensuous form of poetic art which 
we call a particular poem. This art-form is created, in 
accordance with the laws of imagination, by the 
"condensation", fusion, "montage" or symbolic 
delimitation of minor interacting sensuous forms or 
patterns, which in poetry are patterns of connotations 
of words or word, some of them being imprecise and the 
others being precise. The "condensation^^ or "montage" 
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always creates and discovers some precise, a—logical 
form or pattern of connotation, symbolically expressing 
- what is expressible - some new form or pattern, of 
feeling which can be expressed only in_ the way if has 
been expressed through the special language of the artist. 
Thirdly, Eliot's structural control of his poetic 
form by the use of mythical method involves him not only 
"in manipulating a continuous parallel between 
contemporaneity, and antiquity", but also in providing "a 
way of controlling, or ordering, of giving a shape and a 
significance to the immense panorama of futility and 
3 
anarchy which is contemporary history". The poet is not 
at the mercy of mythical consciousness, but he uses 
mythical form as a structural control in the dynamic 
sensuous form which is his artistic creation. The 
mythical form, being the matrix of all human experience, 
gives to the structure of Eliot's poem complexity and 
depth by making his poetic meaning reverbrate with 
tensions of religion, history, language, art and 
science. It concresces personages and events of multiple 
cultural significance from all times and all places in 
the always here and now of an eclectic consciousness is 
the consciousness of protagonist - spectator "who is 
3. T.S. Eliot, "Ulysses, Order and Myth", Dial, LXXV, 5 
(Nov. 1923, p. 483). 
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the most important personage in the poem, uniting all 
the rest." Thus all men become one man and all women 
become one woman, and the two sexes meet in Tiresias. 
what Tiresias sees, in fact, is the substance of the 
poem." On account of its mythical structure the 
substance of the poem occuring in the always-here-and-
now resembles the mode of dream formulation and also 
film art formulation. 
Although poetry is not film, the study of the 
resemblance of Eliot's "poetic montage" with 
cinematographic montage and a consideration of the 
cinematographic analogue^ of The Wasteland leads to a 
fresh view-point for a fuller appreciation and 
understanding of the complexity and intensity of the 
poem. The use of cinematographic analogues results in 
powerful visual effects. We are able to visualize 
various shots and while at a time some of the shots 
linger in our mind, at another time we see a quick 
succession of shots. This helps us grasp and appreciate 
the complexity and the intensity of the poem. 
We have also observed that if "poetic montage". 
Symbolic delimitation by fusion of forms or 
"Condensation" is to take place successfully, one of the 
interacting forms or "shots" must have precise 
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connotation and the other imprecise connotation. If both 
the interacting forms or "shots" are equally realistic 
to have precise connotations no montage or symbolic 
delimitation will take place. This happens in the case 
of purely Imagistic poems which remain non-poems, or 
purely realistic films which remain non-films. 
In either case a new form or pattern of growing 
emotional knowledge, which is not created and 
discovered. If both the interacting forms have imprecise 
connotations the result will be the same. 
In The Wasteland though it is thronged with 
people and we hear many and varied voices, there are no 
characters in the strict sense, no persons and in the 
end the city itself dissolves. Just as the one-eyed 
merchant, seller of currants, melts into the Phoenecian 
sailor and the latter is not wholly distinct from 
Ferdinand, Prince of Naples. In the same way, the time 
is all time and no time. Though we are plainly, at 
times, in London, it is an "unreal city" and in the last 
section, the city vanishes...." For this kind of fusion 
the interacting personages are not very realistically 
visualized. They are not allowed to become like 
cinematographic images. 
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Cassirer has also emphasized on the law of Myth 
while making a very significant discovery about the 
morphology of myth. He calls it - "the law of 
concrescence or coincidence in the members of a 
relation." For the mythical consciousness, all reality 
is smelt down into concrete unifying images. Things 
acquire unity. In this way the part becomes the whole. 
After having viewed the mythical method closely, 
the question that arises in our minds is: Why Eliot used 
this method - which is partially answered - and what did 
he achieve through this method? 
As a matter of fact, Eliot used the mythical 
method in order to convey the changed sensibility of the 
Post World War I. Eliot felt the lack of a forceful 
poetic idiom which would effectively communicate and 
express this changed sensibility. Also that there were 
no common shared beliefs which the poet could appeal to. 
Thus Eliot took recourse to myth or the mythical method 
which, thought he, would be the most effective idiom. In 
doing so, Eliot deviated from the prevalent Georgian 
style too. 
It is not that Eliot is the only poet who has 
made use of myth. Myths have always been used by great 
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poets and most of the great poems embody myths. But in 
Eliot the use of myth is peculiar because in his poetry 
myth aimed at the structural control of the poem. Again, 
people can always share myths ' though not views or 
beliefs.^ Myth, therefore, universalizes the experience 
also. Through the use of myth Eliot developed what 
critics call "Poetic Shorthand" i.e., he used minimum 
words and expressed maximum meanings. 
As we have already explained Art, including 
poetic art and film art is not a dream. Most probably 
Eliot himself has the distinction in mind when he speaks 
of the "lower dream" and the "unreal* vision in the 
higher dream" in Ash Wednesday. In his essay titled 
"Dante" he admits that the "Beatrician Pageant belongs 
to what I call the high dream and the modern world seems 
capable only of low dream." Indeed, the modern world is 
capable only of low dream, which is what a merely 
psychoanalytical interpretation would reduce great 
poetry to. 
4. T.S. Eliot, Selected Essays "Dante" (London, 1932, 
p. 262). 
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